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* PREFACE TO SECOND EDITION 


` A SECOND edition has become necessary less than thirteen months after this 
book was first published. Letters which I received and the experience gained 
—after a number, of Кт Шет lectures made me add а few new paragraphs. 
have tried to clarify some mtsunderstandings of Cizek’s ideas and to answer 
several questions. I should like to thank all the writers of letters, and the 
publisher for providing additional space (which means more paper) 


oo o : W. V. 
SHIRLEY, BIRMINGHAM, 


January 194s- . 


шарай PREFACE 


Tuis book is a result of the many hundred questions which I have been 
asked after my lectures on Child Art and of many visits to schools in Great 
Britain. It could not have been written without the inspiration which I 
received from very kind audiences all over the British Isles, It could 
never have been written without Franz Cizek, the man who knows more 
about Child Art than anybody else, and whose voice I always seem to hear. 
I could not have accomplished my task without the Selly Oak Coll 
Library and the generous guidance of Mrs. Edith Adams, Dr. Н. С. Wood, 
and Mr. Anthony Noble, as far as the English is concerned, I started my 
first talk in English by saying: “ Please, do not corrupt my English!” Tf 
Mrs. Adams did not entirely change my “ Austrian accent ”—do not bl. 
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СНАРТЕК І 
THE DISCOVERY OF CHILD ART 


Ir is strange that scarcely anything done by children has been preserved 


Bag Which,is older.thansashundred years. True, we possess some works by 


young painters. Diirer’s self-portrait when he was thirteen is one of them, 
but this was certainly “ corrected ” or finished when he was older. We 


“fave hardly anything from anonymous young children, whereas we, for- 


tunately, possess a great number of documents of primitive art, some tens 
of thousands of years old. We have in our museums examples of peasant 
art, executed centuries ago. Why no Child Art ? If we recall the attitude 
of the average adult towards the child as recently as one or two generations 
ago we come to the conclusion that the child was regarded as something 
iaferior, as a being to become grown-up as soon as possible. It is clear, 
then, that his drawing or modelling was considered of no importance. 
How many of us have heard it said in our childhood : “ Do make something ! 
Don’t waste your time and paper. Don’t scribble !” The widow of the 
Tytolean painter Bachlechner, who came from one of the Dolomite valleys 
where for centuries the peasants did exquisite wood carvings, told me how 
her husband was beaten by his father when a boy of five, until his fingers 
bled, because he was doing some wood work. 

What we possess of Child Art is only a few decades old. The term 
“Child Art ” itself is very young. Two generations ago nobody dreamt 
that every child is a born artist, which does not mean that every child 
should or could become an artist. Тһе discovery of Child Art is parallel 
with, or perhaps a consequence of, the discovery of the child as a human 
being with his own personality and his own particular laws. 

We find passages in Rousseau which show that the great man (great in 
spite of all his shortcomings) had a vision of the child being a personality 
of his own. He says: “ The child is not a small grown-up, he has needs of 
his own, and a mentality adapted to these needs.” | I found in Herbert 
Spencer's book on education a recognition of the child as an artist. In 
this‘book, written between 1854 and 1859, are words which sound almost 
revolutionary. “ The spreading recognition of drawing as an element 
of education is one among many Signs of the more rational views on mental 
culture now beginning to prevail. ... W hat is it that the child first tries 
to represent ? Things that are large, things that are attractive in colour, 
things rourt which its pleasurable associations most cluster—human beings 
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from whom it has received so many emotions ; cows and dogs which interest 
by the many phenomena they present ; houses that are hourly visible and 
strike by their size and contrast of parts. And which of the processes of 
representation gives it most delight ? Colouring. . . . The question is not 
whether the child is producing good drawings. The questicn is, whether 
it is developing its faculties. . , . During early childhood no Jormal drawing- 
lessons are possible. Shall we therefore repress, о: neglect to ai; these- 
efforts at self-culture ? or shall we encourage and guide them as normal 
exercises of the perceptions and the powers of manipulations ? . . . it must 
happen that when the age for lessons in drawing is reached, there will exist 
a facility that would else have been absent. . . . From what has been said, 
it may readily be inferred that we condemn the practice of drawing from 
copies* ; and still more so, that formal discipline in making straight lines 
and curved lines and compound lines, with which it is the fashion of some 
teachers to begin.” This was written more than eighty years ago. I am 
afraid Herbert Spencer would find to this day schools where little children 
are made to copy. а? 
In 1887 the Italian Corrado Ricci wrote a booklet, “ L’arte dei bambini ” 
(The Art of the Children). There, as far as I could find out, a term relating 
to Child Art was used for the first time. In the same year Alfred Lichtwark, 
a German, published a book, “ Die Kunst in der Schule ” (Art in School), 
in which it was stated “ that the child in his representation of things sim- 
plifies according to laws which are valid for all times and all peoples, and 
we have recognised the relation between the first attempts of the child and 
those of primitive men.” Eternal laws in Child Art and the relation between 
Child Art and primitive art! In 1895 James Sully, in his “ Studies of 
Childhood ” (new edition with corrections and additions published in 1903, 
from which I quote), speaks for the first time, as far as I know, of “ child- 
art.” Although he warns us of the “ adult’s fallacy, the tendency to judge 
children by grown-up standards,” he speaks of the “ misrepresentations ” 
of small children (4 wrong ” proportions, “ wrong” division of space, 
wrong ” number of legs in their animal pictures, two eyes in profiles, 
three-sided houses, “ errors ” of perspective, exposure of objects which are 
covered by others, etc.) ; yet he states: “Тһе art of children is a thing by 
itself,” and, which is more important, “ The little artist is still much more 
of а symbolist than a naturalist.” Further, “ Crude, defective, self-con- 
tradictory even, as these early designs undoubtedly are, they are not wholly 
destitute of artistic qualities. The abstract treatment itself, in spite of 
its inadequacy, is after all in the direction of a true art, which in its essential 


1 The italics are mine. 


nature is selective and suggestive rather than literally г i 

! е га 2 reprod re.” 
di here can be no doubt, Sully, with all his Канаа 525 for sted 
of his time, and so was Ebenezer Cooke. This is revealed by his pa өң 
“ Our Art Teaching and Child Nature,” read before the Education Society 


› 


and published іп the “ Journal of Education ” (December 1885 and Janu 
1886), Ebenezer Cooke deals with the discussion at the Art Section of the 
International Conference on Education, Health Exhibition, 1884, and inte 
passages seem to be worth quoting : А 

“ Mr. Ablett offered an easy practical suggestion. We admire Greek апа 
Japanese freedom, precision, and beauty. Yet the brush, their аа 
instrument, is not used generally: its point hardly at all for drawing with 
colour. The ‘ thoroughly sound training in outline drawing,’ rare in the 
schools of this country, of Mr. Sparkes, was to Mr. Ablett ‘a dreary discipline 
of copying lines; originally the Greek decorator drew his design direct] 
with the brush, because it was a shape admirably adapted to that жем 
ment to make. No lead pencil outline can give any conception of the apt- 
ness of the original design, or апу of the technical power the Greek enjoyed 
Freehand! What freedom does a lead pencil give compared with its facile 
colleague the brush ? ’ This passage is connected all round with other 
questions. Its strong blow at the usual freehand outline is supported by 
history and nature. Muscular sense is the element underlying all, even the 
questions of materials and instruments. . . „ Mr. Sparkes thinks of copying 
only, not of {he child expressing its thought... . ы 
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“ АП intellectual growth results from exercise of faculty or function. 
Mr. Sully is not alone in saying,—‘ Training a faculty means regular calling 
it into activity by supplying the conditions of its existence. . . > If the 
faculty is not cultured when possible, we may never gain the higher forms, 


and may weaken others. Rousseau and Froebel held’ that each age had . 


its own completeness, and that the later stage was only perfected through 
the perfection of the earlier... . g мк: ~ 

“ It is possible to use the apparatus and neglect the spirit. It is more 
difficult to evolve expression, to exercise imagination, to stimulate voluntary 
mental activity, than to teach mechanically. Its drawing can easily be usea 
for the lower purpose. The teacher who is literal, or slave to a system, may 
regard it as a series of copies of lines, with little aim beyond exactness, 
cramming order in, not evolving it, attempting no exercise of imagination, 
but suppressing it by neglect. Imagination some teachers consider their 
enemy. Accuracy is ever opposed to it. . . . Froebel makes it the very 
centre of his system; for his aim is education, not instruction, still less 
decoration. The unfolding of all the child’s powers, the easiest and best,- 
the only way,—is to use its own natural activities. He finds the child a 
creative being, with active imagination. He accepts the fact, adapts 
his teaching to it, and supplies materials, for ‘ exercise strengthens faculty.’ 
Раг him, imagination has the wide and full scope of Mr. Sully, perhaps even 
Шей, . = 

“То give to the child what may be suitable to the teacher,—the results, 
the science, the organised knowledge—instead of letting it follow its nature 
and acquire the knowledge first, is to reverse the order of mental develop- 
ment. To drag the child through all the interminable routine, copying 
lines only, and exercising only its fingers, exacting exactness, and cramming 
an order which should be evolved slowly, with no gleam of joyful invention, 
no stimulating discovery, is to forget the whole spirit of the founder. . . - 

“Tf the nature of the child is a guide, we need revision ; in early stages, 
reversal. It wants colour, imagination, movement, life. We give dull, 
flat copies—motionless, dead. It asks bread, we give stones,—crystals in 
the Kindergarten, casts in Art Schools. . . . The appeal, of old, was to а 
sympathetic, interested parent ; not to a teacher, or system, desiring fruit 
before flower. . . . 

“The choice is between accuracy and interest, technical skill and child- 
nature. . . . The child’s attention is aroused and sustained by interest. 
It 15 а power not to be neglected. The teacher who includes child-nature 
in his subject—its progressive capacity, its extending interests, as they 
develope,—will try and get this and all natural forces on his side. . . . The 
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nature of the child can no more be altered by us. We must study, sympa- 
thize, and conquer, by obeying it.” 

But bgth Sully and Cooke were only forerunners of another man. Herbert 
Read’s inttoduction to the beautiful catalogue of the British Council’s 
Exhibition of British Children’s Drawings for North and South America, 


“+ 1941-1942, contains the following passage : “ Though the ultimate place 
“ӘР art in’ the educational system is far from being a settled question, it has 


won some.degree of recognition as a subject, especially in the primary 
es, and this recognition has been won largely as a result of the revolu- 
hich has taken place in the conception of art teaching in 


tionary refornt w 
The history of this movement goes back some fifty 


Ейторе and America. 


. years, to pioneers like Ebenezer Cooke and James Sully ; but it was Professor 


first demonstrated both the aesthetic and psychological 
advantages of releasing the creative impulse which is present in all children ; 
and it was he who had the difficult task of vindicating the aesthetic value 
of the drawings thus produced by children. During this same period 
of forty years, a growing appreciation of primitive art and revolutionary 
developments in modern painting have helped to bring children’s art within 
the general range of aesthetic appreciation.” 

At the end of the nineteenth and the beginning of this century a few 
German teachers tried to reform the old methods of teaching art. One of 
them was the Hamburger Götze. He heard of an Austrian who had started 
practical work with children in Vienna. His name was Franz Cizek. 
Gétze paid him a visit and was 50 impressed by what he saw that he 
reported to the Austrian Minister of Education what an important work 
was being carried on in Vienna. - 

Cizek was а painter, not a teacher, although I believe that every true 
artist is also a teacher. Franz Cizek was born in 1865 at Leitmeritz, a 
small town in Bohemia, then Austrian. His name is Czech, but I do not 
know how much (or little) Czech blood he has inherited, but this I think is 
not of great importance. In old Austria it was not easy to find one’s racial 
background. Cizek came to Vienna when he was twenty, and entered the 
Academy of Fine Arts. He lodged with a poor family, where, fortunately, 
there were children. These children saw him painting and drawing, 
and they wanted, as Cizek has so often related, “ to play painter too. Out 
of his genuine love for children, one of the reasons of his success, he gave 


them what they asked for—pencils, brushes, and paints. And beautiful 
works were created by them. It was a happy coincidence that Cizek was 
in close contact with the founders of the s Secession movement, a kind of 
revolution of young painters and architects against the old academic art. 


Cizek in Vienna who 
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He showed his friends—among them important men like Klimt, Olbrich, 
Moser, Otto Wagner—the drawings of his children, and these artists were 
so thrilled that they encouraged Cizek to open what they scarcely liked 
only to call a school, but for which they had no other name. There children 
should be allowed, for the first time, to do what they liked. Nowa long 
fight with the school authorities began. They saw no necessity for an 
institution such as Cizek wanted to establish. They turned the project 
down. But this did not discourage him. He made a new application. 
And this time the School Board asked him to submit a programme for his 
new school. Cizek wrote down the immortal words: “ To’ let the children 
grow, develop, and mature.” This programme they found entirely inadequate. 

It was in 1897 that Cizek got the permit to open his very first Juvenile 
Art Class. It was a private enterprise, but the experiment proved so 
successful that, in 1903, a comparatively early date, the State offered him 
rooms in the State “ Kunstgewerbeschule.” This was, fortunately, the 
only material support he ever had from the State, and it proved a 
blessing, for it saved him from any interference in his work. There was 
no inspector, and no curriculum, no time-table, and no superior. In 
many countries State interference has proved to be a fatal influence on 
new enterprises. 

This Juvenile Art Class Cizek carried on until 1938.1 Forty years were 
spent in humble and loving observation of thousands of children whose 
ages ranged from four to fourteen years, including some children of two years 
of age. In these experiments and careful study of the children’s works, 
which Cizek called “ documents,” he discovered the eternal laws which are 
followed unconsciously by the young creators. 

It was perhaps no mere chance that it was in Austria that Child Art was 
discovered. Those of us who were young in the years before the World War 


1 It may interest friends of Franz Cizek what I heard in Summer 1943 from Miss Emma Cadbury, 
America, who kept contact with Vienna until 1941. 4 
_ “If only Prof. Cizek had gone to England,” she wrote, “ perhaps he might have finished 
his book. . . . [See footnote, page 17141 I think he was still having a children’s class in the Spring 
of 1941, and was still negotiating with the Yale University Press. . . . He evidently was working 
on the book. In January 1940 he sent a report about the book to the Yale University Press, 
with an Index... In July 1941 he told Miss N. that ‘if the text were not used by the Yale 
University Press for finishing the book, the text would go to the Archiv der Stadt Wien.’ . . - 
She gathered that he had made a record of this, perhaps in his will. On August 14th, 1941, she 
wrote: `. . . He did not look any worse than when I saw him before, but to see a blind painter 
is pathetic. He is very grateful for all you do for him, though he would, of course, have liked 
to go on with his book, which is now impossible.’ That was my last news of him. In April 
1941 Miss N. wrote that ‘ the school has a subvention from the municipality as far as the premises 
are concerned. A pupil pays то К.М. a year, and costs of course are at least tenfold. He keeps 
the school for pure idealistic reasons and as a source of material for the completicn of his work.’ 
She had written of his being very poor—only on Sundays having full dinners. . . .” 
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had a feeling that it was а time of sunset in Austria after centuries of rich 
culture. Suddenly new life flamed up in literature (Rilke, Hoffmansthal, 
Schnitzlor, Schönherr), in music (Mahler, Schönberg), in art (the Secession- 

< ists, Adolfoos). It was a last contribution that the best of the old Austria 
had to give to the world. 

Cizek was one of the contributors. Thousands came to Vienna every 
year to See his work, the greatest numbers coming from Great Britain and 
America. Long before he was appreciated in his own country (if he ever was) 
his,name was familiar to many English-speaking people. One of the memor- 
able occasions which I shall never forget was the visit of the Maharaja 
wlto was carried in a chair to the Juvenile Art Class a few weeks before the 

. “ Anschluss.” Years before, Rabindranath Tagore came to see Cizek 
and wrote’s. poem for him. 

First came Cizek, and then followed the psychologists. This is important. 
Child Art is primarily Art. But it is good that psychology has proved what 
Cizek as an artist had intuitively said years before. A long list of psycho- 
logists have occupied themselves with Child Art. а 

Тп 1904 S. Levinstein, Leipzig, published “ Untersuchungen über das 
Zeichnen der Kinder bis zum 14. Lebensjahre” (Inquiries about the drawing 
of children until the 14th year of age). Although some of the ideas of 
Levinstein are antiquated, most are valid to this day, and certainly were 
decades in advance of the time when he published them. “ Children have 
no conception of proportion.” To-day we would say, they have proportions 
different from the adult. But more important : “ Signs and pictures are a 
janguage for the child. To draw means describe, not represent. He draws 
something because he wants to say something about it.” Levinstein reminds 
us that the ancient Greeks had only one word for describe, draw, register, 
engrave, and write. 

William Stern said at the third congress for Experimental Psychology 
in Frankfurt-on-Main in 1908: “ Everyman experiences himself as the 
centre of the space surrounding himself, but this space is only conquered 
by steps. In the second year—with some children even earlier—the capa- 
city is developed to recognise objects which are pictorially represented, 
Already in their fourth year children begin to come out of the stage of mere 
scribbling.” And in his “ Psychology of Early Childhood up to the Sixth 

Year of Age ” William Stern made this extremely important statement, that 
| “ Scribbling is to drawing much what babbling is to speech.” Later another 
| psychologist, Karl Bühler, in his book “ The Mental Development of the 
| Child’ (010; English version 1930), dealt further with the striking 
| parallel between language and drawing. But his belief that the child draws 
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synthetically is contradicted by the Swiss Piaget, who stated in his work 
“The Child’s Conception of the World” that “іп drawing, children give 
only the detail and neglect the synthesis.” Piaget speaks of the juxtaposi- 
tion in the child’s drawing as well as in his thought. Karl Bithles’s attitude 
towards Child Art is mainly based on Sully, Levinstein? and another man, 
Georg Kerschensteiner, who also was a pioneer. 5 
Kerschensteiner, who was then superintendent of the Мипісії schools 
published in 1905 a book, “ Die Entwicklung der zeichnerischen Begabung ” 
(“The Development of the Graphic Gift”), which was the result of the exami- 
nation of 300,000 drawings and pictures of 58,000 Munich Schoolchildren. 
It was the idea of a man of genius to collect and analyse so great a number 
of children’s works, and to draw conclusions from certain features which 
again and again appeared. I do not think anything dike it had”been done 
before. Although Kerschensteiner certainly did all he could to exclude 
the influence of adults, a certain influence of the teacher remained. But the 
sheer overwhelming wealth of material is a certain guarantee that the 
observations made have weight, observations which confirmed Sully’s and— 
to a certain extent—Levinstein’s views. (Both authors were known to 
Kerschensteiner.) The Munich pedagogue found that the child cannot repre- 
sent space, the third dimension, and further, that drawing from imagination 
is easier for the child than drawing from nature. How revolutionary 
Kerschensteiner was is shown by this sentence in his work: “ Drawing from 
objects or models in the class is forbidden as a rule.” He pointed out.the 
fact, surprising to most people, that the best work did not come from the 
children of artists, sculptors, architects, or well-to-do families and parents 
of high intellectual culture in general, but mostly from children of simple, 
even poor artisans. On the other hand, Kerschensteiner, who was very 
progressive, believed that ‘ the boys exceed the girls in all types of drawing, 
except certain kinds of decorative design, in which the girls do better than 
the boys.” How far this view was due to predominant convictions of the 
- time or simply went back to the fact that at that time boys had more oppor- 
tunities in schools than girls is difficult to say. In any case, Kerschen- 
Steiner’s view on boys’ greater creative ability was contradicted in Ger- 
many itself. (Ernst Linde states in “ Art and Education ” : “So far, we have 
not succeeded in finding a difference in the drawings of boys and girls up 
to twelve.”) And much later, the American Florence Goodenough stated 
in her work “ Measurement of Intelligence by Drawing” that “ school 
statistics have almost invariably shown that girls, on the average, make 
more rapid progress through the grades than boys; that they are more 
often accelerated and less frequently retarded. . . . It is possible that the 
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aesthetic sense develops earlier with girls than with boys, and that their 
higher ratings may be partly accounted for on this basis.” 

But apart from smaller details Kerschensteiner’s work is of great impor- 
tance in the history of Child Art. Yet the man who was for decades а lead- 


“ing personality in the democratic German education had not enough influence 


seriously to reform German агі teaching. Т wenty-three years after Ker- 
schensteiner had published his work, the German Wulff could say in his book 
“The Art of the Child” (028): “ The task of art teaching is to educate 
the average talent so far as it can be educated, that is to represent: reality 
directly from perception as it is seen and not as merely imagined.” 

After the World War, 1922, G. F. Hartlaub published “ Der Genius im 


‘Kinde ” (The Genius in Child), which defended with great warmth the child’s 


urgent necessity to create, and analysed many aspects of Child Art. 

There was another German who had a clear view of Child Art : Gustaf 
Byitsch in his work “ Die Theorie der bildenden Kunst ” (Theory of Pictorial 
Art), 1931. His practical influence also was not very great, and his disciple 
Kornmann met real opposition. Cizek said repeatedly that what Britsch 


and Kornmann had found mostly in theory was proved in his own fifty ТЕ 


years,of practical work with children. 

America’s contribution to Child Art is due to the tremendous oppor- 
tunities given to a great many courageous women and men in her schools 
after the World War. In no country besides Great Britain was the new 
gospel more heartily welcomed. America added a new chapter: the use 
of children’s works for all kinds of tests. 

In England names like Tomlinson, Richardson, Gibbs, Eccott, are familiar 
to everybody interested in Child Art. The great exhibition of 1938 in the 
London County Hall, with its hundreds of beautiful pictures done byordinary 
London schoolchildren, will remain unforgettable to the thousandsof visitors, 
At private exhibitions like the one at the Zwemmer Gallery, London, in 
1937, children’s paintings were bought for five and ten guineas apiece. 
Could that have happened a generation аво? We can now see that the 
general public have slowly begun to appreciate a child’s graphic expression. 
The battle for Child Art from twelve to fourteen years of age is won, but how 
far does the ordinary person understand or appreciate real infantile art ? 
Are all children, for instance, allowed and encouraged to scribble ? Is 


` there still no elementary school in any country, or shall I say іп English- 


speaking countries, where children are no longer forced to сору? There 
is still much to be done by those who fight for Child Art, and that means 
for the child against the so often very stupid adult. 


CHAPTER II F 
CHILD ART AND PRIMITIVE ART 


THE best way to understand Child Art is to study primitive art, both of 
races that lived tens of thousands of years ago and the art of living priiui- 
tives. The most superficial observer must be struck by the similarity be- 
tween the art of primitive man and Child Art. In both there is a lack of 
perspective, of the third dimension, except in Negro sculpture, of shadows; 
in both there is an inability to represent space. Proportions are different 
from ours. (The hopeless adult would say ““wrong.”) The right angle is pre- 
dominant and obtuse and acute angles hardly occur. (The right-ngle is not in 
mathematical exactitude.) There is in both first a representation of men and 
animals, because they are alive and show movement. This, of course wich 
exceptions, cannot yet be represented. When plants appear it is a sign 
of maturing. Therefore ancient Egyptian Art is not purely primitive. 
There is hardly any synthesis or composition. Neither the primitive nor 
the young child produces from nature. “ Only those who are no more part 
of nature draw from nature.” But the optical memory of primitive and 
child is enormous. Their eyes are better than ours. They see details 
which we never see, but details only, not the whole, 

Both produce from imagination. “ Imago ” is a beautiful Latin word, 
and the translation “mental picture ” is entirely inadequate. Neither of 
them wants to copy nature. They have no use for right perspective, right 
proportions, etc. Experiments have proved it. When small children were 
given pictures of known objects in strong perspective, the children mis- 
understood the pictures. (Passy, “ Notes sur les dessins d'enfants,” “ Revue 
philosophique,” 1891). Egyptian peasants were given pictures of animals 
executed in a modern way faithful to nature. They did not recognise 
animals which were familiar to them. Sir Gardner Wilkinson wrote in 
“ The Manners and Customs of the Ancient Egyptians,” vol. IT (London, 
1841) : “Тһе mode of representing men and animals in profile is primitive, 
and characteristic of the commencement of art (see prehistoric remains 
in the British Museum) : the first attempts made by an uncivilised people 
are confined to it; and until the genius of artists bursts forth, this style 
continues to hold its ground. From its simplicity it is readily understood ; 
the most. inexperienced perceive the object intended to be represented ; 
and no effort is required to comprehend it. Hence it is that though few 
combinations can be made under such restrictions, those few are perfectly 
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intelligible, the eye being aware of the resemblance to the simple exterior ; 
and the modern (written in 1841) wninstructed peasant of Egypt, who is immedi- 
ately 511 with and understands the paintings of the Theban tombs, if shown 
an Europe drawing, is seldom able to distinguish men from animals ; and 
no argument will induce him to tolerate foreshortening, the omission of the 


parts of the body concealed from his view by the perspective of the picture, or the 


7 


ES 
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«The Supposed Errors in Drawing соттоп to Beginners," by Habib Georgi, Cairo.) 
Fic. 2.--СІ,А55, DRAWN 
BY A CHILD. 
and straight line for plate in ancient Egyptian drawing (Fig. 1) 
ss in Child’s drawing (Fig. 2). Further compare these 

by a boy aged 8 (Picture 4, Plate IIT). 


(From ‹ 


Гіс. 1 —FROM THE ROCK TOMBS ОЕ AMARNA. 


Compare circles used for bread loaves 
with circle for top and straight line for bottom of gla 
two with the drawing of the fountain in the village square, 
ticularly on the human flesh.” + When Chinese 


introduction of shadows, par 4 i 
s of animals, they did not recognise 


peasants were given modern picture 


them. : : 
һе Ministry of Education, Cairo, Mr. Habib 


The Inspector of Drawing in t c 
Gorgi, in a paper read to the VIIIth International Congress for Art Educa- 
tion, in Paris, 1937, entitled, “The Supposed Errors in Drawing common to 


Beginners, Their Relation to the Revival of Racial Art,” points out that 
“if left alone to follow his own bent, the child when drawing a glass will 
е 1 The italics are mine. 
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draw a circle for the top and a straight line for the bottom. In the same 
way, the ancient Egyptian artist used to draw a straight line for a plate 
and complete circles for loaves of bread on the plate.” (See pictures; page 17. 
The Egyptian Loaves of bread were made round.) One сап сбтраге with 
those drawings the fountain in the village square done by a boy of eight 
in Cizek’s school (Picture 4, Plate III). In further examples the author 
shows how both the modern Egyptian child and the ancient ‘Egyptian | 
exaggerate the dimensions of one subject while they show. the others 
small. Ы 

Some people would contend that our modern Egyptian children are simply 
the descendants of those ancient Egyptians and therefore reveal a certain 

-~ heritage in their drawings. It would be foolish to deny that there is some-. 

thing like a national inheritance, that, for instance, Mexican chiltiren’s draw- 
ings differ from Russian or Chinese, but, and this is an essential point, 
there is something approximating to an eternal child who follows—unceu- 
sciously—eternal laws in his production, and these laws are the same, to a 
large extent, as those which guided and still guide the primitive. Тһозаь 
laws are independent of time and nation. The idea that there is ап 
eternal, or if the word is permissible, an international child, has some 
consolation in our time. But one has to add: The child is perhaps only 
80 or go per cent. child, the rest is national heritage. In some children 
the proportion might be 95 to 5. З 

The young child produces like a primitive also for biological reasons. We 
all believe in the biogenetical law, that we repeat in our life from birth or 
pre-birth the history of mankind. (The Ontogenesis is the Phylogenesis.) 
Why, then, should the child who repeats the history of mankind biologically 
not also repeat it in his production ? Why should there not be a connection 
between Easter Island statues and plaster-of-Paris modellings of a young- 
ster? Why should there not be an Easter Island, an Egyptian, an early 
Greek, an early medieval stage? Would it not be surprising if it were 
otherwise ? 


G. A. Stevens (in “ Educational Significance of Indigenous African Art,” 95. | 


=A 
i нын = 


1935) says: “ Primitive art is the most pure, most sincere form of art there 
can be, partly because it is deeply inspired by religious ideas and spiritual 
experience, and partly because it is entirely unselfconscious as art ; there 
are no tricks which can be acquired by the unworthy, and no technical 
exercises which can masquerade as works of inspiration.” I remember 
some words of Sir William Rothenstein at the opening of a Cizek exhibition 
in London in 1934: “ Simplicity as well as wisdom comes from the Gods.” 
Hewas sitting under a huge picture ofa girl, in brilliant colours, with a house 
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and human figures in quite “ wrong ” proportions, but of a strength rarely 
attained by a grown-up civilised artist. 

Can {һе comparison between Child Art and primitive art go too far? 
Is there ais absolute identity in the reasons for the creation of both? Yes 
in both, as Gregor Paulsson put it (4 The Creative Element in Art,” 1023): 
-““The first impulse toward graphic expression has its origin in the desire 
for emotional outlet, the pleasure derived from the objectification -of 
emotion.” The pleasure motive certainly is there, but others stress 
the animism of primitives. Is there, too, that striking parallel which we 
have so often observed in both child’s and primitive’s work ? And do 
we know enough of the religious conceptions of children other than what 


. has been introduced by adults to be entitled to apply Freud’s doctrine 


of the origin of primitive art to Child Art ? Freud in “ Totem and Taboo ”: 
“ Only in one field has the omnipotence of thought been retained in our 
“gwn civilisation, namely in art. In art alone it still happens that man, 
consumed by his wishes, produces something similar to the gratification 
of these wishes, and this playing, thanks to artistic illusion, calls forth effects 
as if it were something real. We rightly speak of the magic of art and com- 
pare the artist with a magician. But this comparison is perhaps more 
important than it claims to be. Art, which certainly did not begin as art 
Хог art’s sake, originally served tendencies which to-day have for the greater 
part ceased to exist. Among these we may suspect various magic inten- 
tions.” In a footnote Freud mentions S. Reinach (4 L’art et la Magie,” 
in the collection “ Cultes, Mythes et Religions ”), who thinks “ that the 
primitive artists who have left us the scratched or painted animal pictures 
in the caves of France did not want to ‘arouse’ pleasure, but to ‘conjure 


things ’.” 

Bat we should perhaps refrain from rejecting a comparison which at first 
sight may look paradoxical. In the same chapter (when dealing with the 
taboo rules to which the women of savage tribes are subject, and dealing 
with the possibility that these taboos may also serve aesthetic purposes, an 
explanation which may expose him to the reproach of attributing a most im- 
probable delicacy of psychic activities to contemporary savages) Freud says : 
“ But I think that we may easily make the same mistake with the psycho- 
logy of these races who have remained at the animistic stage that we made 
with the psychic life of the child, which we adults understood no better and whose 
richness and fineness of feeling we have therefore so greatly undervalued.” 1 
Perhaps we have lost that direct contact with childhood which primitives 
never have lost. & 

1 The italics аге mine, 
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Primitive art existed long before language existed in our sense, and that 
is one of the reasons why it existed. The primitive wanted to express him- 
self. It cannot be chance that we have documents 20,000 year’s old, in 
graphic but not in written language. Primitive art and Child Art are first 
expression, not representation. There is an urgent desire іп both to . 
express themselves. Language for them is too abstract. Therefore they: 
express themselves in a picture language. This explains the trémendous 
power of expression in primitive and Child Art. Е 

We find traces of creative expression already among animals. The build- 
ing of nests, the spider’s web, the “ drawing ” by chimpanzees if chalk 15 
given to them, the collecting of boxes by monkeys similar to the “ playing 
with boxes by small children If we go even further—to plants and crystals 
——we come to the question as to whether life in all its:forms is nót shaping, 
forming, creating, “ gestalten ” ? a 

Against the comparison of primitive art with Child Art it has been argues’ 
that the oldest cave drawings or Bushman paintings are very faithful to 
nature. Hunted game, for instance, is so well “ represented ” that we clearly 
recognise the species. Sometimes movements are so perfectly rendered 
that the camera could scarcely do it better. There is one answer to this 
argument: Even the most faithful “ representations ” of animals ‘were 
not done from nature. The fact of the drawings being done in caves would 
make it impossible. And another objection: Why are there so few scrib- 
blings of primitives ? Though we may not possess them, it does not mean 
that they have never existed. It may be that only those primitive works 
have survived which correspond to a later stage in Child Art. қ 

As the child more and more mixes imagination with memory, so the primi- 
tive more and more drew from memory. Just as the Chinese landscape 
painter did and does. The nearness of some primitive art to nature cer- 
tainly exceeds that of the young child in general, but this is the only differ- 
ence, and it is perhaps less a difference than a differentiation. 

The lack of perspective in primitive and Child Art goes pack to a lack of 
depth-experience. Oswald Spengler in his “ Decline of the West ” pointed 
to the fact that the principle of perspective is only known to the West. 
He further stated that “ the want of perspective in children’s drawings is 
emphatically not perceptible to the children themselves.” Neither did the 
primitive perceive it. About this lack of perspective or depth-experience 
Spengler makes the following important suggestion : 


1 Wolfgang Köhler (“Тһе Mentality of Apes ”): “ The anthropoid apes show a certain spon- 
taneous interest in weaving grass, leafy branches, and other pliable material into a kind of rude 
circle in the midst of which they will then contentedly squat.” 


CHILD АКТ AND PRIMITIVE ART 2I 


“ For the involuntary and unqualified realisation of depth, which domin- 
ates the-consciousness with the force of an elemental event (simultaneously 
with the awakening of the inner life), marks the frontier between child and 
22. Man. * The symbolic experience of depth is what is lacking in the 
” child, who grasps at the moon and knows as yet no meaning in the outer 

world, but, like the soul of primitive man, dawns in a dreamlike continuum 
of sensations. Of course the ehild is not without experience of the extended, 
of a very simple kind, but there is no world-perception ; distance is felt, 
but it does not yet speak to the soul. . . . It is perspective that begins to 
awaken a premonition of something passing, fugitive and final. The very 
words of distance possess, in the lyric poetry of all Western languages, a 

` plaintive autumnal accent that one looks for in vain in the Greek and Latin. 
The late poetry of the withering garden avenues, the unending lines іп the 
streets of a megalopolis, * the ranks of pillars in a cathedral, the peak in 
a°distant mountain chain—all tell us that the depth-experience which con- 
stitutes our space-world for us is in the last analysis our inward certainty. 
of a Destiny, of a prescribed direction, of time, of the irrevocable. Here, 
in the experience of horizon as future, we become directly and:surely con- 
scious of the identity of Time with the “ third dimension ” of that experi- 
enced space which is living self-extension.” ` 

If one thinks of early medieval painters with their figures behind and 
above each other, their lack of “right” perspective, and their precious 
independence of time and space, one will enjoy the following observation 
of Spengler : “Tn a picture it 15 possible to set the things inorganically 
above another or side by side or behind one another without any emphasis 
of perspective or interrelation, i.e., without insisting upon the dependence 
of their actuality upon the structure of space which does not necessarily 
mean that this dependence is denied. Primitive men and children draw 
thus, before their depth-experience has brought the sense-impressions of 
their world more or less into fundamental order.” 

The first colours used by stone-age man in his outlines were red and 
yellow or brown. The favourite colour of healthy young children is red, 
which is the colour of our life-blood, of movement, love, revolution. Speng- 
ler’s contribution in this sphere: “ Yellow and red, the classical colours, 
are the colours of the material, the near, the full-blooded. Кеа is the charac- 
teristic colour of sexuality—hence it is the only colour that works upon the 
beasts. . . . It is pure blue that etherealises the Madonna’s mantle. This 
relation of the colours has established itself in every great school as a деер- 
felt necessity, Violet, a red succumbing to blue, is the colour of women no 

1 Spengler's huge modern city, the symbol of our culture. 
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longer fruitful and of priests living in celibacy. Yellow and red are the 
popular colours, the colours of the crowd, of children, of women, and of 
savages. Amongst the Venetians and the Spaniards high personages affected 
a splendid black or blue, with an unconscious sense of the afoofness in- 


herent in these colours. For red and yellow, the Afollinian, Euclidean- ' 
polytheistic colours, belong to the foreground even in respect of social life ; 


they are meet for the noisy, hearty market-days and holidays, the naive 
immediateness of a life subject to the blind chances of the Classical Fatum, 
the point-existence. But blue and green—the Faustian, monotheistic 
colours—are those of loneliness, of care, of a present that is related to a 
past and a future, of destiny as the dispensation governing the universe 
from within.” 5 

In the British Museum can be seen the facsimile of a Chinese mural paint- 
ing executed 1575 B.c. It isa monkey with rocks and flowers. And the 
monkey is in blue. This use of blue shows that China already 3,500 years 
ago had an old culture, for we have no reason to think there existed blue 
monkeys. The anonymous Chinese artist used purposefully that ‘ wrong ” 
colour—just like a young child would use “ wrong ” colours. - 

The lack of right proportions in primitive and Child Art goes back te the 

fact that both want to create or represent what is most important to them. 
They are not illogical, Neither are they allogical, to use Madariaga’s 
description of the British. Primitives and children have a different logic, 
and a logic which is as right as an adult's logic, perhaps even “ righter.” 
_ One of the most striking features of ancient Egyptian and infantile art 
is their “ writing ” of pictures on lines. The writer of this book had a 
wonderful experience at the Nursery School Association Summer School 
in August 1941 in Cambridge with three- to six-year-old children. Some of 
them painted, others drew. Suddenly a three-year-old girl detached herself 
from her painting group. Т asked her what she wanted. ‘I want to write 
a picture,” she replied. Meaning, of course, she wanted to draw. 

The ancient Egyptian, like the young child, puts eyes in front in profiles, 
and both do it for the same reason. They do not want to draw things as 
they are seen, but what they know of them. Therefore, if a very young 
child draws a profile, he sometimes puts even two eyes init. Or, if he draws 


a rider sitting on a horse in profile, he will show both legs. In a picture of 


a house he will frequently depict what is inside. 

_ Primitives and children produce out of a surplus of energy. They are 
innately creative. This opinion is questioned by Margaret M ead, a scholar 
who has lived among the relatively little influenced inhabitants of Samoa 
and New Guinea. Among both she made her foremost study the growing 
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up of children and adolescents. Her main discovery in Samoa was that 
adolescence there “is not necessarily a time of stress and strain,” or, in 
other words, there was no puberty problem, very important in Child Art. 
Her experience among “a relatively untouched people, the brown sea- 


- dwelling Manus of the Admiralty Islands, north of New Guinea,” brought 


her to the conclusion that the “ creative child ” is not an established fact. 
I.quote from Margaret Mead’s “ Growing up in New Guinea ” (1931) : 
“Those who believe that all children are naturally creative, inherently 
imaginative, that they need only be given freedom to evolve rich and charm- 
ing ways of life for themselves, will find in the behaviour of Manus children 
no confirmation of their faith.” But the author herself weakens that view 
сіп her following statement: “Artists they have none, but they, richer 
than their neighbours, buy their neighbours’ handiwork To the arts of 
leisure, conversation, story-telling, music and dancing, friendship and love- 
making, they give scant recognition. . . . The ideal Manus man has по 
leisure ; he is ever up and about his business, turning five strings of shell 
money into ten.” Margaret Mead repeatedly stresses the importance of 
trade, not production, to the Manus adult. “ Trade is the most important 
thing in Ше.” 
the children of the Manus were encouraged by Margaret Mead to draw 
in her presence. ‘‘ The children were given perfect freedom. I provided 
them with pencil and paper and smooth surfaces upon which to do their 
work. They were neither praised nor blamed; the very small children 
were sometimes encouraged, but only in the most general terms. For 
months these children avidly covered sheet after sheet of paper, throwing 
themselves whole-souled into this new and amusing occupation. In their 
work most of the tendencies which we find highly developed in the arts 
of different peoples were present in the efforts of individuals, conventualisa- 
tion, realism, attempted perspective, symbolism, arbitrary use of design 
units, distortion of the subject to fit the field, etc. But, and this is the 
decisive point, there was no work produced which could be called art. 
On the canoe prows, on the betel spatulas, on the rims of bowls were 
carvings of real beauty made by neighbouring tribes. But the children 
had no precedent for drawing, and their work shows this lack. Working 
without a guiding tradition their efforts are interesting but they lend no 
support to the theories of those who hope for great things when the 
potentialities of children are pitted against the adult world. And yet there 
is no reason to argue from any racial theory of ability that these people 
simply lacked an artistic gift, because the wood-carving of their neighbours 
4 1 The italics аге mine. 
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of the same race ranks with the finest work of its kind. Had every child 
been set to work with a penknife the results would in all probability have 
г higher.” Е 
oa sentence gives us a. ready answer. The Manus children could not 5 
express themselves by graphic means, but they might have done 50 in carving. > 
Their neighbours of the same racial origin did so, and their wood-carving 
“ ranks with the finest work of its kind.” Our Manus only bought from them. 
A striking parallel with our mainly consuming Westerners! Further, in 
the Manus children’s drawings Margaret Mead found nothing that she would 
have called art, meaning Western art ; but does that necessarily mean 
that it was not there? We needed a long time to discover the symbolism 
and beauty in primitive art, and we even now have only just begun to see it. 
The wave of enthusiasm for primitive art and Child Агі .іѕ a kind of 
renewal of Rousseau’s “ Retour A la nature,” but it is less artificial. It 
is a consequence of our longing for the unbroken, unsophisticated, strong, 
and sincere. And therefore it can make us hopeful. ? 


1 Captain K. C. Murray sent me the following letter from Africa: “ In peace-time I am an 
Education Officer in Nigeria, specialising in art and handwork. I was responsible for getting up 
the exhibition of Nigerian work at the Zwemmer Gallery in 1937. і dult 

“I have just been reading your book and like your point that Child Art is different from Adu д. 
Art and has its own ‘ laws’ 22. I would not go so far, however, as you apparently do, in equating 
Primitive and Child Arts. The aesthetics of laws of Child Art change and develop according 0 
the growth of the child, but those of a Primitive Art remain constant : there is no steady pro- 
gression. Also, Primitive Art is in a sense mature in its technique. nis E 
the result ; but the primitive, the West African sculptor, for example, knows the qualities of his 
materials and of his tools and goes about his work according to a regular sy 
argued, of course, that Negro Art is not a proper example as not being truly primitive. Я 
however, differentiate Primitive Art from Mature Art by its technical limitations and by its 
limitations in expression. In Primitive Art there is mastery of tools and materials in some 
directions but not in all, Tools, while adapted to the purpose in view, are not the ‘ last word. 
Other instruments are possible that would be more effective from the point of view of production, 
although not necessarily from the point of view of aesthetics. Secondly, Primitive Art expresses 
emotions of a comparatively simple kind, although it may do so with considerable mastery. . . - 
Child Art expresses feelings that have been hardly consciously formulated. . . . 

“ Му experience as a teacher has been with Africans, and chiefly with adolescents. These have 
been more uncontaminated by civilisation and its accompaniments than have European children, 
and probably puberty is not such a time of stress. I have not had the difficulties, therefore, that 
teachers in Europe seem to have. It has only been necessary to arouse interest and create 
confidence. |,” Р 

I did not intend to equate Primitive and Child Art, I only wanted to show some striking parallels. 
In addition to those mentioned, both—primitives and children—draw first. Even if young 
children paint, it is as a rule a drawing of lines with the brush first, “ The conceptions of children 
and of primitive peoples аге not visual but are to a high degree bound up with the self. , . . The 
world 1s not so much perceived as an external object, but is built up from within and ccloured by 
the artist’s own emotional experiences.” (Victor Loewenfeld, “ The Nature of Creative Activity.’’) 
Dr. Ruth Griffiths points out the love for vivid contrasts and direct opposites. People are very 
big or very little. And Herbert Read says: “Art... in the Stone Age was a spontaneous 
exercise of innate faculties, as art still is With young children and savages.” 


CHAPTER III 
THE PSYCHOGENESIS OF CHILD ART 


Pure unity of “ Gestalten ” (forming and shaping). 


- 


Differentiation of colour, form, and space. 


Introduction of АЕ 972 to conven- 
. . (enrichment by perception and} tionalism, natural- 
experience) i. 2 7. J ism, illusionism. 


Introduction of types. 
| Abstract-symbolic stage (Egypt). 


Byway to ornament, 


Rhythm of spirit and hand. . 4 Gearahive- еі 


Real infantile Art. 
% 


| Scribbling and smearing stage. 
(Begin at the bottom and read upwards.) 


These are the stages of Child Art which Cizek distinguishes after fifty years 
of experience with thousands of children. No age limits are given, because 
the stages are not severely separated from each other but are overlapping. 
The transition from one stage to another is a gradual and continuous process. 
There is nothing abrupt in growing. In addition to that, children are 
individualities, and in any of the different periods into which childhood is 
divided one child will remain longer than another. 

The first three stages—scribbling, rhythmic, and abstract-symbolic 
stages—represent an overflow of vitality. The very first stage, the scribbling 
and smearing stage, is of extreme importance, and much evil has been uncon- 
sciously caused by parents who did not encourage or even allow their children 
„to scribble, This scribbling is an absolute necessity for a child and it should 

begin between eighteen months and two years ae The opinion that 
it generally and merely is an imitation of we ag A adults has hardly 
any confirmation in facts. It is partly an»activity of muscles, partly an 
expression. 
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Another opinion must be qualified. It may happen that a child scribbles 
without any aim and afterwards sees by chance some meaning in the lines. 
One has also rightly observed that a small child does not always begin 
by saying: “ I shall draw а man or а house ” and afterwards does it, but 


rather the other way : he first draws and says afterwards : “ This is a тап” •' l 


. or “ This is a house.” But from this observation we must not draw the 

conclusion that the child as a rule produces unintentionally. ‘Lines are 
not shaped to а һопве by chance. The child creates intentionally. , It is 
not essential whether it is done consciously or unconsciously or half- 
consciously. What counts is, that the very young child produces 
entirely from imagination. It is there, within himself. ‘It ” (Fretid’s 
famous “it ’’) creates. How could we otherwise explain the production | 
of blind children? Or a small baby, sitting on sand, and immediately 
forming and shaping that material? He wants to express something 
which he cannot express by words or, much more difficult, in spoken 
language. He may want to express things, he may want to express 
hopes, fears. 

Rhythm is the origin of all art (music, dance), rhythm is life (breathing 
and pulsating, day and night). The child finds great satisfaction in rhyth- 
mic production, or we may call it more‘modestly, repetition. A figure, а 
line, is repeated in his drawings, colours are repeated. We find drawings 
of quadrupeds with eight or ten legs. It is. not only the incapacity to count 
(again the parallel with primitives, who sometimes have no word for more 
than three), but the joy in repetition. And here again a parallel with lan- 
guage. “ And he did this, and he did that, and...” It is rhythm. It 
is sometimes meaningless rhythm, at least for us adults, as in both drawing 
and nursery rhymes. 

The scribbling stage, rhythmic stage, abstract-symbolic stage, is one way 
to describe the development of Child Art. Another way, and Cizek himself 
has indicated it, is the following: First the child produces out of a kinetic 
or dynamic desire, which does not mean that he represents movements, 
but that the movement, life being movement, is within himself, and wants 
an outlet. (There are other outlets, besides drawing, painting, modelling.) 
He will produce human figures, “а тап.” He will, at first, make no dis- 
tinction, just a man, as later he will draw “an animal,” and still later 
“a bird,” for instance, or “а fish.” No differentiation. But out of 
“aman” the father will come, and the mother. First he will draw the 
father, for instance, and name him afterwards ; gradually he will come 
to the period when he will draw and simultaneously бау: “ Now Iam draw- 
ing father.” Ве on your guard and do not smile about the “ clumsiness ” 
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of the drawing. There is more work and effort in the little child’s scribbling 
than in some pictures of adult artists.t 4 
When drawing ог modelling with clay, they will put parts together. They 


4 <~ cannot create a whole. They do not see and they do not think as a whole, 


тым 


` 


but only in detail. 

~ The symbolic in Child Art is underlined by all psychologists. Primitive 
art, too, is symbolic. Not knowing the meaning of all the symbols is no 
reason to doubt their existence. Sometimes children do not know them- 
selves or cannot express by words what they mean. We find symbolism 
in early médieval painters and even in some modern painters. The young 
child is symbolic in form and colour, but his work is not entirely symbolic, 
or not always so. 4 қ Ж: 

The formation of types in the child’s production is a sign that he is 
leaving the early infantile stage. But we must be aware that the child’s 
types have nothing in common with an adult’s scheme. Only adults and 
those children who imitate adults are schematic. The unspoilt child is 
tremendously creative. . 

The child gradually comes closer to nature—because of more experience. 
Не does not go with closed eyes through the world. Out of this greater 
experience and knowledge of things more and more characteristic details 
appear in his works. Now, for some children or even for most children 
in our civilisation the temptation of nature is too great. They become 
naturalists or illusionists. They create the illusion that the drawing is 
the real thing, mixing picture with reality. This tendency towards natural- 
ism is a decline and a byway from the straight way of Child Art as shown 
in the graph. We already had a similar byway before, when some, children 
ын ня of rhythmic production fell for ornament. The sideway to 
naturalism occurs between ten and fourteen, өтін 15 an more frequent 
than the earlier one to ornament. Itis not always natura! red ; it may be 
a tendency to caricature, ог it may be towards the strongest form of natural- 
ism, illusionism. All of which are TAHEA PE EE ерига 

. The right way should go from introduction fee 4. 
ore F eant colour, form, and space. 1 he right angle becomes 
tiation of direction, The word “differentiation” must be 


an obtuse and саа а The child does not proceed from wrong 
understood in the right sense. 
М š zeha rawing stages + A е?” 
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to right or from making mistakes to what is correct, as so many people 
think, but from no or little differentiated to more differentiated. From 
the right to the acute angle is a good example. 


And another view must be corrected. There is no progiess in Child +: 
Art or in art in general, dear as this conception may be to many good people. * 


Why, we may ask, should van Gogh be more than Rembrandt ? Who 
would dare to put a contemporary writer higher than Shakespeare ойу 
because he has wireless and aeroplane at his disposal? Or is Shakespeare 
more than Dante and the Italian greater than Euripides 2 There is по 
progress, only a natural and slow growth both in art апа іп Child Art. 
There are people nowadays who put the early Italian higher than Raphael, 
and there is something to be said for it. Cizek would prefer, as a rule, the’ 
work of an eight-year-old to that of a fourteen-yeat-old child. We must 
give up the superstition that something is better because it is more modern ; 
that merely means it is nearer to us. Yes, the fourteen-year-old’s work 
is easier to understand, but that does not mean that it is stronger, more 
genuine, or better. Р 
Few children, alas, go the ideal way to “ Gestalten "ог various геззо 
most of them stop earlier; but the tendency of the educationist (parent 


or teacher) should be to guide the child the right way towards pure 
“ Gestalten.” 


One could describe that way thus : 
tion the child produces more and more 
is no clear break which would separa 
overlapping, for hardly any child produces out of sheer imagination. Whilst 
another fact is: Few even small children аге тоо per cent. imaginative 
in our civilisation. Some may be 90 per cent., others 80, 70, down to 
20 per cent. imaginative. Some children, because of heritage, or the influence 


of adults, will be born copiers. Again, the task of the educator is to en- 


courage by every means the imaginative side, that is to say the creative 
impulse, 


From creating out of pure imagina- 
from memory and—nature. There 
te the different stages. They are 


_ Besides the decline towards naturalism there is a decline towards manner- 
a Шет skill). This is another kind of “ repetition,” but it has nothing to 
0 with that early rhythmic stage. Just like the mere copying of nature, 


eee ” of nature has nothing whatever to do with the rhythmic 


Every young child is creative, but in a diff 
media, The old school (and old-fashioned 
But a child may have no sense for drawing 
reasons, yet still be a wonderful painter, or he 


erent degree, and in different 
parents) knew only drawing. 
perhaps because of biological 
may reject both drawing and 
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painting and produce excellent creative sculpture work. Or the little 
girl may have no use for any of the three media, but do very good embroidery 
work or paper cutting. Children are naturally different. 

iii As for the simple-minded, the picture, first of all, tells a story, so the 
~ child produces his pictures. He wants to tell a story. He adds detail 
_ > to detail. One thinks of medieval picture stories, or “woodcuts. The love 


. 
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петсто 


JE 


PAINTING BY A LEEDS GIRL, AGED 7. 
The house is in blue, the tree in red, and the sky in orange, 


of many children for comicals goes back partly to that preference for stories 


in picture form. 
The greatest mistake of the 
that a young child produces w. 


old-fashioned art teaching was not knowing 
hat he knows, not what he sees. This is 

y ) om what he knows the most 
done unconsciously. And he selects fr 


important or what he regards as important. 45 a wise and 
А z 
Artistic economy in this selection. “ Selection also is art,” says Herbert 


ead 
T А t want to, represent nature. I had the 
The child does not, and does no 
гоп верена when I visited Blenheim School, Leeds, and saw the 
children ра е One girl of seven caught my attention. She had just 
о” Е 
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finished the painting of a house in bright blue, and went on to make a tree 
in red. When finished, she painted the narrow sky—oh that wonderful 
narrow sky of small children!—in yellow. Three “wrong” colours. 


Now, this girl definitely preferred her colours to the natural ones. She. | 
had seen a house, a tree, and the sky, so there was no question as to whether- 


she knew the natural colours. But later, when I was speaking in а teacher’s 
course оп that particular child’s painting, a teacher suggested that «the 
girl might be colour-blind or had a distorted sense of colours. As a matter 
of fact, colour-blindness is extremely rare among females, but I wrate to 
Leeds, and a few simple tests proved beyond any doubt that our little girl 
was absolutely normal in her colour sense. But she was an artist in choosing 
her own colours. 

I once worked with two girls of five and six in a London suburb. When 
I started to tell them a little story which they should depict, they told me 
at once that they had been to “ Punch and Judy ” the day before, and (леу 


were so interested in that great event that I naturally asked them to make 


a picture of Punch and Judy. They had a twofold easel at their disposal, 
bright colours, and large brushes, and they began at once. The five-year-old 
girl did a big red Punch, and herself in a corner in profile (the eye of, course 

Egyptian,” that means in front), both on the one side, but half’ of the 
paper remained blank. Now, “ filling the space ” is one of the things Cizek 
would suggest to а child who leaves blank spots. A picture is also something 
very real: the filling of a certain space. A child may just forget to fill a 
certain space, or he may be a little lazy. So I was going to ask her if it 
would not be nice to make something in addition to Punch and herself. 
But I had no need to ask. Suddenly the girl said to herself: “ I shall 
make a door, a blue door.” And she did. She painted a big blue door. 
She even said, while painting: “ I must leave a space for the knocker.” 
Which she did. I had my suspicion about the blue door, and I asked the 


mother afterwards if there was a blue door or any door at the Punch and 


Judy show. Her answer was in the negative. Our little girl had invented 
the door in order to fill the space, and it was blue because of that unbroken 
right ап е” of colours (red and blue). Needless to add, there was not 
the slightest influence by adults. l 
ж Dee et which has become almost famous. The Cizek children, 
y st of them, had been to a circus, and so the subject he suggested 
e nest Saturday afternoon when they met was “ circus.” А little girl 
ге ап elephant, and she painted it in purple, but this child had seen 
an elephant. Cizek tactfully inquired why the elephant was painted in 
purple, and the reply was: “ Don’t you know, Herr Разбор a is not 


= 
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sufficiently exotic for an exotic animal like an elephant.” Cizek was very 
pleased. 

But this story has a nice little continuation, which is told by Hilda 
Wally Oldham in her book “ Child Expression in Colour and Form.” “A 


-little boy from an infant school which I visited had just been to a circus, 


and he drew me an elephant with a man sitting on its back. He went fur- 
ther than "Cizek’s girl in his desire to do justice to this miraculous animal. 
The, boy was five years old and it was the first time that he had seen an 
elephant. He painted the head, trunk, and body bright blue, the tusks, 
legs, and tail bright brown, while the man, being of no significance compared 
with the elepliant, was dressed in sombre black.” ; 

How certain children set about what they want to draw was proved to 
me ina Glasgow Nursery School. It was almost a slum school, and I thought 
the children would need a little story as a suggestion for a picture. I told 
them what I thought to be a vivid story about a boat and some sailor's 
children, a two-minutes story, at the end of which I asked them if they 
would like to draw or paint my story. They said nothing, but went to 
their papers and started to draw or to paint. After a few minutes I began 
walking around (this is the right place of a teacher in an art room) and looked 
at their work. None of my children were drawing or painting my story, 


' but drew an animal, a house, or something else that had no connection with 


my well-intended story. Those children did not need my suggestion. 
They knew what they wanted. 

To a psychologist Cizek once said: “ First the child speaks, then he 
learns the grammar, not the other way round.” He meant to say: First 
they are creative, and only much later comes the grammar of drawing 
and painting. This is the right way. or | 

The young child is тоге perfect than the older child, he is richer, happier. 
The first years of life are the most important. We all know that. Therefore 
Child Art in a child’s earliest years is of extreme importance. 

Cizek once said: “ There is so much of the summer and the autumn, but 
the spring never comes again.” And Francesca Wilson wrote about Cizek : 
“ The age he loved most was from one to seven, 


CHAPTER IV 
FROM TACKS WITH. Cl Ze K 


THERE are many wrong impressions regarding Cizek’s ideas. So I shall 
try to let Cizek speak for himself. I will begin with some sentences culled 
from a delightful little book, published by Francesca Wilson in 1921 and 
to-day hardly obtainable outside the British Museum. Francesca Wilson 
is a Birmingham teacher, who with Bertram Hawker saved Cizek after the 
last war when the Juvenile Art Class was in danger of being closed ог Ласк 
of funds. Then, under the auspices of the “Save the Children Fund,” 
Francesca Wilson and Bertram Hawker organised Cizek exhibitions in Great 
Britain, which had a great success, morally and financially. Francesca 
Wilson came in close contact with Cizek, and as a result of her talks with 
him she published three booklets, “ The Child as Artist, Some Conversations 
with Professor Cizek,” “А Lecture by Professor Cizek,” and “А Class 


at Professor Cizek’s.”” From this personal source she revealed the’ man 
and his work : 


“ How do you do it ? ” 4 


“But I don’t do it. I take off the lid, and other art masters clap the’ 


lid on—that is the only difference.” 

“ But you must show them some things ; you must at some time һауе 
pointed out to them their mistakes in proportion. Don’t you point it out 
so that the child should learn and improve 2” 

“ But on the contrary. Children have their own laws which they must 


needs obey. What right have grown-ups to interfere? People should 
draw as they feel.” 


“ But what about Nature ? ” 
“We want Art, we don’t want Nature.” 


From talks with Cizek between 1024 and March 1938, which I render as 
far as possible verbatim. 


‘There was always psychology in art. But to consider Child Art 
from a psychological piont of view—as it has been don 
15 against my conviction. Art is not realised 
pe shaping of life. All true art contains psychology, but so wonderfully 
> S as only nature can dose. Шап olive tree grows, this tree contains 

15 sap all aromatic essences and so perfectly dosed as no druggist oF 


chemist could d i : 
aed =i ose. The same applies to art. Art is the most comprehen- 


e in recent years— 
psychology, but the forming 
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“ Nothing here is made, but it has grown like flowers. Vienna was the 
--right soil, because where nations and cultures meet, art originates. Where 
little nixing occurs, usually little art is produced. 

“ Child Art was disregarded, ridiculed, and scoffed at. Even now people 
visit me who, when I show them real infantile work, only laugh. I estimate 


very highly those things done by small children. They are the first and 


purest source of artistic creation. 
“ The influence of school often is bad. There children must observe 


things which they never should conscientiously observe. That which is 
strongest in art is what one talks about least. 

“The child creates subconsciously. What originates from the conscious 
is thought out, what comes from the subconscious is touching. Everything 
great has originated from the subconscious. Art more and more dries up 
because ‘it is supplanted by the intellect, and from the subconscious only 
a few produce any more. The time for art is over perhaps. In its place 
probably technique will come. The latter can reach a very high level, of 
course, an immense accomplishment, but it will be something different from 
art or another kind of art. 

“ The most beautiful things in the creating of the child are his ‘mistakes.’ 
The more a child’s work is full of these individual mistakes the more wonder- 
ful it is. And the more a teacher removes them from the child’s work 

d impersonal it becomes. 


the duller, more desolate ап al it beco 
“ Eyen to-day people admire what 15 imitation of nature. The more 
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faithfully nature is copied the more the work is admired. Real creativeness 
remains something to smile at for some people. 
“Та child is used to drawing a tree, then he masters the task with ease. 


But if he is not used to doing it, he has to struggle. I like making children , 
do what they are not accustomed to do. Creative art begins when the child. 


Starts struggling to find the right form. When he has the form at his 
finger-tips, the work becomes empty and manneristic. Mere mechanical skill 
is dangerous. I like to бау to a child: * Make something which you have 
never made before.’ Then something truly childlike will result. : 

“Everything memorised is worthless. The least of the -things ex- 
perienced within is more valuable than the most skilful imitation. Е 

“ I have liberated the child. Previous to me children were punished and 
scolded for scribbling ahd drawing. I һауе saved.them from this treat- 
ment. I said to them: What you do is good. And I gave mankind 
something which until I came had been spurned. I have shown parents 
the creative power of children. I have kept the parents away from the 
children. ‘Entrance prohibited for grown-ups.’ Formerly parents and 
teachers suppressed the best things in children. But I have done all'that 
not from the point of view of the pedagogue, but as a human being and an 
artist. Such things are not achieved from pedagogy but from the aitistic 
and human or from human artisticness. 

“ The child is born with creative power, but at a certain age this power 
begins to decline. Either mannerism or naturalism appears, as a substitute 
for creative power, 

“ Man begins to take nature as a criterion for his art. Nature is his 
crutch and he uses nature as an excuse for everything inartistic. ‘It is 
like nature.’ He begins to confuse art with nature. Instead of creating, 
the copying of nature begins—with or without a model. 

“ Young children usually are more sensible than teachers and parents 
suppose. Their brains are still fresh, they conceive many things in the 
shortest time which grown-ups do not understand, for they аге too‘anxious. 

“Child Art is an art which only the child can produce. There is something 


that the child can also perform, but that we do not callart. It is imitation, 
it is artificial.” 
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CHAPTER V 
THE TEACHER 


· Ler us state a simple fact first. One cannot teach art. Nobody can. No 


Cizek, no society, no state can produce artists. Artists are born. And only 
those who cannot be prevented from becoming artists, who would sacrifice 
everything for art, can or should become artists. What the community 
сап do fer them is to make their life a little happier. (Usually artists are 
persecuted—in their lifetime.) Perhaps one out of a thousand is an artist. 
Very likely artists are those who remain eternally children. 

School has nothing’to do with the education or training of artists. It is 
beyond its possibilities. But what school can and should do is to encourage 
and not to suffocate the innate creative capacity of children. That is within 
the scope of school. Now the question arises: What is the right attitude 
of the teacher ? 

What Cizek once said in the presence of Francesca M. Wilson about the 
ideal parents (4 There are three types of parents—first, those who are always 
fussing after their children, controlling and correcting them and trying to 
make them walk in the same paths as themselves ; then the infinitely pre- 
ferable variety, who neglect their children altogether ; and lastly, the ideal 
kind, who watch their children from a distance and are ready with encourage- 
ment and friendship when that is needed ”) goes for the teacher also. 

The most important function of the teacher in an art room, and perhaps 
in every other school room also, is to create a creative atmosphere. Tf he 
succeeds in that, half the game is won. How this creative atmosphere is 
produced is an almost entirely personal matter. Some will do it with a few 
words, perhaps with a gesture or with the question asked: “ What are you 
interested in to-day ? ” Some will use the room itself and decorate it with 
highly coloured pictures (if possible by the children themselves). Much 
depends on the room, but not everything. The most modest “ art ” room 
with an.excellent teacher is preferable to the best equipped room with a bad 
teacher. That applies to school buildings in general, but I would not say 
it to members of education committees who are responsible for the financial 
side of education. I have been to slum schools where beautiful work was 
done in overcrowded ugly rooms. But the ideal, of course, would be a real 
art room and a real teacher. 

Next to the creating of a creative atnfosphere, and closely connected 
with it, is what a great Englishman, Dr. Rendel Harris, put in these admir- 
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able words : “ The secret of teaching is to get en rapport with your audi- 
ence.” Without this “ rapport ” the teacher is lost. But how to get it 
is again a personal question. 


Then you must take the child seriously. Не knows at опсе if you take - 
him seriously or not. But it has no sense—quite apart from the moral: 


side—to simulate or to be a demagogue. The demagogue in school is а 
very illuminating subject, and he is as great-an enemy of good progressive 
education as demagogy in political life is the mortal enemy of democracy. 

Modern psychologists have discovered that every man, young and- old, 
and even entire nations, need three things to feel happy, and Caroline 
Graveson has framed the need in the most precise words : Love, security, 
and significance. 2 

Love. But it must be genuine love, nothing artificial, copied, nothing 
for the “ head ” or inspector or member of the education committee, nothing 
tailored. And “ dear child ” is not enough. Only those should be allowed 
to enter a classroom who are full of genuine love towards children. 
The entrance of others should be forbidden. (And if we were wise we should 
forbid them the entrance to a teachers’ training college. We must not 
forget that some people, at least in some countries, become teachers just as 
they would become judges or attorneys, because of—let us hope unconscious 
—sadism.) We cannot have enough of that love or sympathy towards 
children. Children know or feel at once whether the adult who is standing 
before them or who is with them is full of true sympathy ог not. They also 
know if the teacher has chosen his profession only in order to earn a living ; 
if so, it would have been better had he become a clerk or entered some other 
profession. This statement has been made to the writer by male inspectors 
in many countries (less in Great Britain). Among women teachers, the per- 
centage of those who are teachers because it is a vocation for them is higher 


than among men teachers. Perhaps two-thirds of women teachers are ` 


born teachers, and two-thirds of men teachers would. be better occupied 
behind some desk. But Great Britain is here, as in so many cases, rather 
an exception, We must be fair to teachers, for are there many professions 
in which the work has been chosen as a vocation ? Cizek, with many modern 
educationists, is for the woman teacher at least as far as young children 
are concerned. 

_ Security. The small child produces in absolute security. The question 
is often asked if Cizek allows rubbers. Of course he does. He allows 
everything. But although or perhaps just because his pupils may use a 
tubber, they hardly ever have one. Again, that remoteness from life of the 
old school : because the rubber—or whatever it was—was forbidden, many 


children felt an ardent desire to use one. If one watches young children 


‘drawing, one feels the absolute security of their production. Every stroke 


is certain. There is no hesitation, no uncertainty. The teacher who robs 
the child of this feeling of absolute security commits а crime. Тһе teacher’s 
task is to preserve it as long as possible. Again, the parallel with language. 
How much has been destroyed by the old school in some countries in robbing 
a child of his precious security in his “ Altersmundart ” ? 

Significance. І lately had a wonderful experience. After drawing and 
painting for an hour, I discussed with a dozen children from three to seven 
their pictures ; that means we discussed them together. I had finished when 
six-year-old Susan started sobbing. When I asked her why she cried, she 
said : “ But you have not criticised my picture.” Needless to say, I had 
done it, but I did not know that Susan was outside when I discussed and 
praised her picture. 

Susan was a shy child, but when she did not get “significance” or thought 
she had not, she asked for it, and in the presence or a great number of adults. 
How strong must have been her need of appreciation, recognition ! By 
the way, are we adults different ? How badly do we need significance in 


` our profession, in our social position, after a speech, etc. ! We only camou- 


flage it carefully and so prove even stronger that we urgently need it. 

We should give significance to the child and to the work he creates, 
That does not mean boundless praise. A (ш/ешаут atmosphere is the right 
one for a child. Cold, negative criticism is deadly, but extravagant praising 

37 


38 CHILD ART 


is not without danger. In presence of a miracle of beauty in a child’s 
work one feels sometimes one must shout : “ It is marvellous what you have 
done. That’s as beautiful as van Gogh or Gauguin.” But one uses more 


modest words. It should be restrained praise, giving the child the feeling .-. 
that it is quite natural for him to have done such a good picture. Still, - 


if a teacher is rather inclined to take for granted everything good the child 
does, the danger is greater that he may give too little than too mtich appre- 
ciation. Iremember a teacher in my school who on principle never praised. 
And he thought it was a wise economic pedagogy. Did he know how hungry 
we were for one word of appreciation ? Of course he knew. But he did 
not want to give to our work significance. Не had no lové for children. 
I was born in 1894, but I shall remember to my last day what an old teacher 
(not old in his heart) told me when I was hardly seven. It was only one 
sentence of praise, but it gave full value to what I had tried to do. 

When we defend the child against the adult (an Austrian journalist once 
said: “ Where there are stronger ones, I am always for the weaker’), 
against a society which still so often has not sufficient regard for the child, 
when we defend his personality, we believe we fulfil a sacred duty. 
But so much as we fight for the personality of the child, so much we defend 
the personality of the teacher. The stronger his personality the better the 
results. Therefore Mr. Smith should have a Мг. Smith class, and Mrs. 
Jones a Mrs. Jones class. But both can learn from Cizek. 

“ Now, if I do not have to correct or to draw for my children, nor to 
criticise their work, at least negatively, for what am I paid ? ” a teacher 
once asked me. Му answer, a little over-simplified, was : “ Just for that.” 
But I must expand that. 

The main- task of a teacher is to guide the child on his way, of course 
the child’s way. That means, first, that the teacher must learn to know his 
children. The old schoolmaster had forty or fifty children in front of him 
who were just numbers. The old school used that ugly term “pupil material.” 
(Just like “ men material,” “ soldier material,” in certain countries.) 
The teacher was a commander (and a bad one), the director of a prison. 
(What a parallel between prison and some of the old schools!) The intelli- 
gent teacher must individualise, and in order to be able to do that he must 
learn to know his pupils. To be a teacher means to do quite a lot of 
exploring. For already children of two are different in character. It may 
be weeks and months before a child is discovered. This is one important 
function of the teacher : to discover his pupils. 

And next the task is to deal with that child according to the child’s 
personality. And he will, paradoxically as it may at first sound, help as 
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little as possible. The question arises whether the adult should or can help 
at all. We believe in the indirect method. Sometimes a word will be 
sufficient, a look, a nod. 

I once was allowed: to experiment with a group of seven-year-old girls 


"іп а Liverpool school.. As all the children were particularly interested іп 
· games, our subject was “ games,” and most of the girls did pictures of net- 


bail. The work was proceeding happily and I was walking amongst the 
children (there is no reason for a desk in a real art room), when suddenly 
one girl came up to me saying, “ I have started drawing a girl playing, but 
I don’t know how to put the arms.” She did not say, ‘ Please, draw the 
arms for те,” but she probably meant that. I looked at her for a moment 
and replied something like: “ But, Mary, surely you know it. I am quite 
sure you do.” The girl turned round, went to her easel and continued her 
figure. Why did she ask me, indirectly, for help? Or rather, what did 
she really want? Perhaps she wanted to show off; perhaps she was a 
little lazy ; perhaps she wanted to try it on with the stranger ; perhaps 
—and I think that would be the best explanation in most cases—she wanted 
some encouragement, just as young people need some push in exams, when 


‘a nod would be sufficient to encourage them to give a right answer. It is 


then that the examiner fails, not the students. I gave that little push 
with a few simple words. In other cases it might be more difficult. I 
remember a boy in Cizek’s class who said, “І don’t know how to draw а 
horse.” Cizek’s reply was, “ If I wanted to draw a horse, I would know 
how to do it. But I don’t want ; you want it. So you must draw it.” 
That would be sufficient for many children, but not for all. What 
then ? Once Cizek had to send a boy into the street to see what a 
horse looked like. But this was rather the last resort. The boy went down, 
came back and drew his horse. What is right for Peter may be wrong for 
Paul. To individualise is the recipe. 

Now, all this is much more exhausting than the old scheme. It is supersti- 
tious to think that Cizek’s “method ” makes life more comfortable for the 
teacher. Almost the opposite is true. Cizek himself after one and a half or 
two hours of work with his children was exhausted, and that after fifty 
years of practical experience. 

It was one of the tragic misunderstandings of the school reform after 


“1018 in Central Europe that а number of teachers accepted it because they 


thought, “ Oh, that’s fine. We shall have less-to do. Life in school will 
be jolly comfortable for us.” School reform partly collapsed because of 
that selfishly wrong and wishful thinking of lazy teachers. 

The child is the centre of the art room (or school), not the teacher, head, 
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or inspector. Around this child the room should be built up and the 
“lesson.” This demands a high morale of the teacher. He must be able to 
remain in the background. Not geographically, of course. He must be 
capable of disappearing (not literally). What has been said of good govern- 


ments—the less heard or seen of them, the better—applies to the teacher ' 


also. He needs fact. Have all teachers innate tact ? There is no other 
kind of tact. Have they knowledge, presence of mind, personality, and 
courage, not mere superiority based on physical strength and external 
authority ? ` 

Now what about discipline? In an art room (and, again, in every 
decent schoolroom) there is a wonderful kind of discipline, the discipline of 
work. That presupposes that the children аге interested in their work. 
If they are not, all shouting is useless. It is a commonplace that the 
healthy child who “ has nothing to do” becomes mischievous. І hope 
he does. ; 

There should be a kind of beehive humming in a real art room. That is 
a sign that the children feel happy. I don’t like schools where one hears 
only the master’s voice. Of course, there are children who would not say 
a word for two hours, but most are inclined to have, occasionally, a few 
friendly words with their neighbour. Why not? We adults cannot keep 
quiet for long. 

Cizek has no marks and no “ means of discipline,” and I have visited 
many schools in many countries, but I have not found a school where there 
was more intense work and truer discipline than in Cizek’s school. 

The Cizek children were not even compelled to come regularly. If 
they missed school, no letter from the parents was required or a reason for 
their staying away. And there was no report in which it was said “ often 
absent.” There was no report at all, except for those very few who wanted 
one. And yet there was no playing truant in the Cizek school. Oh if 
school would be more intelligently run ! Why tell a child “ You тив...” 
or, “ Be careful, next autumn you will go to school, and there...” ? 

No, the child should be told: “If you аге very fortunate and when 
you will give your best, you will perhaps be admitted to school, It is a 
privilege. And if you are lucky, you may be allowed to stay there.” 
That old principle : Never say you must, but you are allowed. Do vou remem- 
ber the story of the fence painting in Mark Twain’s “ Tom Sawyer ” ? 
This is pedagogy (and statecraft) in a nutshell. But do all teachers apply 
the story ? 

I Was once in a poor (almost slum) school in Stoke—by no means 
typical, as they have excellent modern school buildings. It was in June or 


t 


4 


ТНЕ ТЕАСНЕК 4I 


July and the teacher in a class of fifty-four said to me : “ My children are 
very sad to-day.” Iasked the reason. “ To-morrow holidays begin.” I told 
her that this spoke more for her school than anything else. I was reminded 
of the Vienna schools after 1918 when the school reform was introduced. The 


- number of children playing truant sank rapidly, even the number of children 


2 who fell ill. Children were unhappy when kept away by illness ; they wanted 


tor go to “school. They stayed, voluntarily, at school beyond the legal 
school-leaving age. So school сал be a place where children are happy, 
where they can play and work and hardly notice a difference between 
cither, a place which they like and love. And that is precisely what at least 
the’art room should be. h 

What about the," dificult” child, the child who, for instance, does not 
want a subject with which the other twenty-eight children are quite satisfied? 
Or the child who does not want to draw, but would like to paint, whereas 
all the other children are quite happy with drawing? Is the teacher 
supposed to say, “ What is good for all the others is good for you too ” ? 
Even if he has to devote more time to this one “ obstinate ” child than to 
the rest of the class, he should not force the one child. Democracy does not 


-only mean rule of the majority, but the right of the minority. And sympa- 


thetic understanding of the outsider will bear fruit. 

What about the untalented child? “ There is no stupid boy.” There 
is a different amount of creativeness in the children, and children may be 
different in different media. It is old schools’ superstition that a child who 
does not want to draw is lost for art. He may be excellent in painting 
or modelling. 

Cizek once was asked what his method was. Although he does not like 
the word method, he replied, “ The moment decides the method.” Children 
are different every day, just as we are. The weather plays a rôle ; outside 
events, things perhaps we shall never know, influence the children. The 
teacher must adapt himself to the changing personality of his children, 
and not’ the children to his. 

In a good art class (and class in general) a kind of class feeling will arise. 
It is one of the reasons why we have schools and why individual education— 
as it was usual in former times—has disadvantages. We want the children 
to educate each other, to influence each other. There is nothing against 
showing her, explaining to her, criticising her. Of course, 
Children are sometimes cruel. In the discussion 
in the previously mentioned Liverpool school I had to stop the harsh 
criticism of some children. It went too far.» In Cambridge one of the boys, 
Michael, three years old, was far from being very productive ; but while 


Mary helping Eileen, 
the latter can go too far. 


42 CHILD ART 


he refused to paint, he went to the other working children and said to them, 
“I bet you can’t make a motor-boat.” “Look at hers. It’s crooked.” 
(It was recorded by the editor of “ Child Education,” who was sitting near 


the children.) Now, Michael’s criticising faculty was highly developed, but . = 
this kind of criticism is not to be encouraged. But healthy, perhaps hard, ° 


criticism by children may sometimes be encouraged. The adult’s criticism 
has to remain charitable, and always positive , 

There аге great temptations for the teacher in any case. Не knows so 
much more than his children. He has so much more experience, and so 
on. Again, a high morale is necessary. The teacher must be able’to restrain 
himself and to learn from the children,—the Socratic method. And we 
must learn to wait. 

Of course, the teacher has the best intentions. He only wants to 
accelerate the progress. He thinks he does something good in making 
the children grow quicker. In our terrific civilisation the teacher should 
rather slow down the too rapid growth. The tremendous danger is that 
our civilisation hunts the children through their childhood and youth. 
This does not make for their happiness. The slower the child matures, 
the better—for himself and for his nation. Do apples from hot-houses 
taste better, do flowers from hot-houses smell better, than fruits and flowers 
grown in the garden? Our civilisation threatens to become a hot-house 
and tinned-food civilisation. But in hot-houses and in tins certain vitamins 
get lost. 

It is a blessing that there are still children. I do not want to be mis- 
understood. I do not preach Peter Pan. That is a charming story, but 
life means growing and maturing. Children have to become adults—we 
may regret it, but cannot help it. Only they should become it slowly, not 
too quickly. In terms of Child Art this means : They should pass through 
the different stages slowly. 

Kees Boeke called his school in Holland a “ working centre.” This 
is what every school, or at least every art room, should be. Cizek said : 
“School has a sublime mission : to commit suicide.” That has to be taken 
with a grain of salt, naturally, but there is truth in it. The teacher must 
make his pupils his co-workers. School is a community of pupils and teacher, 
and the teacher is only primus inter pares. Тһе old-fashioned school- 
master may be shocked. But can there be anything finer than being one 
of them in the art room, just a little older ? 

And what about parents? Some parents have a bad influence. (I 
am speaking here only of Child Art.) What to do against it? Goethe 
said, “ If we had educated parents we would not need education.” But 
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not all parents are educated or have the right attitude towards Child Art. 
Yet something can be done. We must not forget that most parents went 
to schools which they did not always particularly like. Not all parents 
want their shildren to have a better school than they had themselves. 


‘Some may make the opposite mistake: they want a school in everything 


different from their own. (Not everything could have been wrong with the 
old school) Enlightenment of parents is necessary. 

Cizek’s parents often fetch their children from his school, and they come 
ten or fifteen minutes early. So they are invited to be present at the dis- 
cussion of ‘the works. The parents stand in the background and are not 
perthitted to say a single word. But they learn a lot. Then special parents’ 
meetings can be arranged, so that a kind of co-operation between them and 
the teacher is formed which makes it impossible for the homes to destroy 
what the school has built up. For instance, in school the child is encouraged 
to create from imagination, and at home he is told to copy. If there exists 
co-operation between parents and teacher, it will less frequently happen 
that the child comes to school already spoiled. 

Now, what to do with the child who is already spoilt—by his parents 
er in а previous school? The task is not easy. But the-teacher must do 
his best. Even Cizek gets spoilt children and he can do nothing but try, 
and with great travail, to guide them back to themselves. Sometimes he 
is successful—not always. Sometimes change of medium is a remedy. 
(To give the child a medium which he has never tried before.) 

The teacher has to inspire. “ Се qu’il nous faut, c’est plus d’enthousi- 
asm,” said the great Belgian poet Emile Verhaeren in Vienna before the 
Great War. It is a bad teacher who cannot inspire. He should not be a 
teacher. 

Should the teacher ask the child about his pictures ? We must beware 
of leading questions. We must not forget that a child often does not answer 
as he thinks, but as he believes the teacher would like him to answer. That 
is a kind of child’s tact of heart, and has nothing to do with lying. There- 
fore we must ask very carefully, full of tact, or, better, we must try to make 
the child reveal himself, if we ourselves cannot decipher his work, in his 
conversation with us or with other children. Again, we must individualise, 
Some children can be asked without any hesitation, others not. 

The real teacher іп an art room is the medium. Now, should technique 
be taught ? No. The child should experiment himself, and struggle with 
the difficulties of a certain medium. That does not perhaps sound 
“ How much quicker if I show the child.” But it is the 


healthier process. There is no harm in an occasional word, and certainly 
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not in the little help by other children. But the adult must remain in 
the background. 

Cizek often spoke to teachers—to teachers of many countries—usually 
against the ordinary school. It was amazing—or perhaps it was not—how . 
his words against the school and “ teachers factories ” (the training colleges) - 
were always warmly applauded by the teachers. I will quote a few sentences 

= from а “ Lecture “ to teachers, soon after the last war, and published -by 
Francesca M. Wilson : Р 
“ Education is growth апа self-fulfilment. І teach children Art hy. not 
teaching at all in the accepted sense, but by letting the children teach 
themselves. I beseech teachers to free the schools from the’schoolmaster. 
Make your schools into something else—make them into gardens, where 
flowers may grow as they grow in the garden of God. The teacher ought 
to learn to hover like an invisible spirit over his pupils, always ready to 
encourage, but never to press or force.” i 

Never to press! That means never urge them too much to finish 
their work in a given time. Nobody would or could compel a class to run 
a certain distance in exactly the same time. But in art (and in examinations) 
we do it. Peter may need forty minutes, Tommy only thirty, and Mary 
sixty. One of my children in Cambridge needed an hour twice (on two 
different days) to make one picture, whereas another girl of the same age 
did two pictures in one hour. 

I tried to retain every word Cizek said in all those years from 1924 to 
1938. I shall quote what he said about teacher and school as faithfully 
as it is humanly possible. 

“School forms man as state wants him. Every state needs its men, 
and this kind of man is educated by the school, or at least it used to be so. 
Children are the most flexible material. 

“ I don’t touch a child’s work, because that would be forgery. 

“ I influence only through my presence. Of course, I influence him as 
every man influences. If I look at a pupil, I influence. This’ kind of 
influence I cannot exclude. If I could, a dead art would originate. But 
art must live : it is a result of life, and lives on for ever ; it radiates. 

“ I leave it to educationists how my principles can be applied to the 
common school. 

Т divide the children who come here into two groups, one from four 
to nine, and one from ten to fourteen, exceptionally to fifteen. These 
two groups produce independently of each other, I divide the children 
not according to their age, but according to their work. If a child of over 


But there are sometimes children of two and three in his class. 
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ten, for instance, still works entirely from imagination, he belongs to the 
first class. On the other hand, young children who work from appearance 
go to the second group. 
“ “ I don’t feel myself a teacher here, but а human being. 
“ School disregards or disregarded that a child produces according to 


- eternal laws and has his own handwriting. 


“ School should let the child produce from imagination as long as the 
‘child is capable of imaginative production. 

“ An unspoilt child once asked me what a meadow looks like. I answered: 
‘Lie down in a meadow and close your eyes.’ 

* It is easier than many teachers think. Habit becomes а pedagogic 
means of furthering creative powers. І can accustom a child to some form 
of activity. -And by this means many difficulties disappear. 5 

“ Every young child is creative. The degree only varies. The teacher 
must set a less creative ‘child a task which forces him to create forms and 
ever-varying forms, so that the child gets accustomed to create forms, but 
not to copy. This is the most difficult task. The teacher must renounce 
everything here. He must be nothing, the child everything. If he cannot 
restrain himself, and if his desires and fancies become evident, the tragedy 
is there at once. The child is influenced, and, what is most important, 
the conception of the child is lost, and in its place the conception of the 
teacher appears, which is merely executed by the child. With me, the 
teacher must be the humblest and most modest person, who sees one of 
God’s miracles, but not the pupil, in a child. 8 

“I ask а child: ‘From where did you get that bird?’ The child 
replies: * Тһе teacher drew it on the blackboard. We had to draw it.’ 
I am helpless. I ask another child: ‘From where is this zigzag tree ? 
Does a tree grow like that ?’ The answer: ‘No, but the teacher drew it 
on the blackboard.’ The children copy adults’ drawings. I try to remove 
those things. It is an enormous task. One must try to lead the children 
to where they begin to think for themselves. 

“Child Art is sacred. If it is destroyed, eternal values are destroyed. 
And if,it is covered by foreign layers, the natural growth of the child is 
made impossible. The task is to let the child grow naturally, but not arbi- 
trarily, Teachers misunderstood my saying: ‘Let the children grow, 
develop, and mature.’ They thought it meant: We let the children do 
what they want to do, and we march up and down doing nothing. To let 
children grow means to let them grow according to their eternal innate 
laws. But in order to do that I must know these laws. If there is a mis- 
‘understanding of ‘ Do what you like to do,’ nonsense may result. 
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“ The wonderful logic of the child is often ruined by a spoiled logic of 
the adult. And-wrong education cripples the child spiritually. Тһе child 
thinks quite simply and logically. For instance, once a girl drew a house— 
а rectangle and a triangle—and asked me: ‘Is that right ?’ +I answered : 
‘Of course.’ But the child continued: ‘ The teacher said it is wrong if 
one makes it so.’ ‘Why?’ I asked. “Не said that the roof must always 
project, otherwise the rain-water will run. down along the wall of the 
house.’ But suddenly the child began to laugh. I asked why she laughed. 
‘ Because it cannot rain in a picture.’ How logical a child is ! > 

“In a book teachers are told that they should enlighten the children 
about the physical qualities of what they draw. That is absolutely wrong. 
The author confuses physics with art. Art is what is well formed. If the 
roof looks well and is well formed, even if it does not project; it is art. If 
it is physically correct but badly formed, it is not art. If a child wants to 
draw a roof without projecting, I don’t mind, because physics do not count | 
here. What counts here is art. It does not rain here. But I hear almost | 
daily things like this: A child tells me: ‘I got a bad mark in drawing 
because I drew a horse with a rider on it, and one sees both legs.’ I replied : 
‘But that is right!’ ‘Of course it is right,’ the child says. * Мап has 
two legs, but our Miss says that I am not allowed to do more than one leg 
because one does not see the other one.’ This is illogical. The child draws 
both legs because he knows there are two. 

“ In art there should be no enlightenment. Art is like love or religion. If 
there is enlightenment, love and religion are gone. There should be enlight- 
enment іп art only about what looks well or bad. If a‘ wrong ’ drawing looks 
well, I am happy, and 1 don’t test it by physics or natural science. And 
further, what adults call ‘ wrong’ in Child Art is the most beautiful and 
most precious. There are no mistakes; they are logically valuable and 
necessary lines of thought. They are necessary for the child. And no 
child should be forced to skip these stages. He should go thoroughly through 
them. He should not enter a new stage before the previous one is finished. 
Only a child who has completed all the early stages has a good basis for his 
whole life. If we have children with such a healthy basis, we shall get good 
art. These stages before puberty are the most valuable for man. What 
comes after puberty is in some way influenced. 

“ The child must learn to read as an adult reads. He must do every- 
thing like an adult. Now he must even draw as an adult. This is wrong. 
If the child is allowed to do everything as he likes to do it and is 
adequate to him, then we shouid have ethical, moral people. But we have 
people covered with layers of things which were not adequate to the child, 
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with things he was forced to learn. It is the terror of school. But it 
could be different. If children were allowed to go through all their early 
stages, we should get different adults and not superficial ones. 

, Тре artsteaching in the ordinary school goes on till puberty and ‘ Volks- 
kunst.’ The further development is a matter of the art school. 

- “Children produce by realising themselves. They need this realisation 

of their ego. A child who is not given the opportunity to build himself 

“up spiritually is not complete. He lacks something. The common school 
often does not form the child. There the child learns the three R’s of the 
adults, and that means there is no self-realisation. The adults usually 
dentand that the child works according to their standards. They usually 
do not allow the child to create out of himself. Thus the child is deprived 
of something.. Many teachers just rush their children and do not care what 
comes after.” a 
° The teacher should not be too dignified. He must afford to be able 
to say, “ I don’t know.” How dear such an honest, sincere teacher would 
become to his pupils! They have an infallible instinct for an adult’s and 
superior’s defects. The reverse danger is that a teacher becomes the laugh- 
ing-stock of a class, but this is much smaller. If he is so unfortunate, it 
is his fault. He is certainly not a born teacher. And no authority based 
on sheer force will make him a good one. Cizek never had to punish a 
child in his life. 

One could sum up the whole question of teacher and Child Art in two 
sentences. Not into the child, but from the child. And do not first ask your- 
self, What is it? but How is it? 4 

“ No one can solve the child’s problem for him,” says Dr. Susan Isaacs. 
“ Teaching is an art, not a science” (Aldous Huxley, “ Ends and Means”). 
“Education is atmosphere as well as instruction...” (Sir Richard 
Livingstone, “ The Future in Education ”). Too much emphasis was laid 
on instruction in the past. “ True teaching is concerned with the amount 
of interest evoked, the amount of curiosity and self-effort aroused, and not 
only with the mass of factual knowledge acquired ” (William Johnstone, 
“ Child Art to Man Art”). “ Teaching teachers is the real difficulty ” (Eric 
Gill, “ Last Essays ”). But true teachers, like artists, are born. 

From one of them, a woman teacher who Coes marvellous work with 
-her evacuated children in beautiful Devon, I received last summer a letter 
from which I quote only one paragraph : “ It is so wonderful here, the trees 
are such a rich green, and the sun shines, and we go paddling in the river, 

. Апа we have picnics, and cook our dinner «over a bonfire. Why do some 
People choose dull jobs, when they could be paid for playing with children 2” 


СНАРТЕК УІ 
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Іт has been said already that the technique or medium is the master in an 
art class. Which media are possible? At least fifteen. The dld schools 
usually knew only two media: drawing and painting. But one must be 
aware of exaggerating. For most small children three or four media аге 
quite sufficient. Further, it is certainly not advisable to confuse children 
with too many media at the same time. If the whole class works in‘ one 
medium at the same time it is an advantage. But without force. 

Perhaps some will be disappointed that ‘for many small children a sofl 
pencil and rough paper (cheap kitchen, sugar, packing paper) are the given 
media. Ав to the size of the paper: Cizek, like many other reformers, has 
often been misunderstood. Of course, he always preached large-size paper, 
but one should use one’s own judgment. Again, individualising is necessary. 
What would be quite a nice size for Mary may be of terrifying dimensions 
to Rachel, and if white paper she may really be afraid to cover it. Ав а 
tule the paper should not be too small, but it would-be wrong tò force 
three-year-old children to work at a huge easel. The reason why some 
children leave large empty spaces is that the size of the paper is too big 
for them. There can be a tactful training to use larger paper. Asa begin- 
ning, with two- to four-year-old children, 15 by 12 inches is quite good. 
Those who want it may use easels at once. Cizek would give easels to those 
vounger children who wanted them. Тһе others get framed metal blocks m 
which there is always a fresh sheet of paper. This leads to the question : 
Should it be a book or loose leaves ? A book with many leaves is embarras- 
sing for a young child, and not interesting enough. The exchange ef paper 
has the advantage that the child begins every new drawing afresh and with 
new joy. A small child easily tires if he is given several leaves together. 
When the drawing is done, a new paper is introduced. In this way he has 
always a tidy paper. 

Some young children will not like drawing. He or she will prefer 
painting without drawing first. Why not? The old type of school regarded 
painting as a kind of reward for careful drawing when some of the children 
were really exhausted and all their eagerness gone. But some children 
have such a sense of colour that they want painting without initial drawing- 
They should be given brushes, not too small ones, and paints at once. The 
others get brushes and paints when they have finished their drawing. 
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Paints. Water-colour is too difficult for тапу small children. Powder 
colour and poster paints (cheaply bought at the ironmonger’s) are the right 
coloufs. And bright colours should be used. 

It is a superstition that British children, because of the climate, should 
be given subdued colours. They have a birthright for strong, shining colours 
just as other children. Small children should not be asked to mix their 
colours. They should not be given too many colours. This would confuse 
them. They should get three or four strong colours (red, blue, yellow, and 
perhaps green) in little pots, and everything ready before they begin. If 
the tools are prepared while they wait, it diminishes their interest. In 
some cases it is advisable to give the class first one colour, then another. 
But, again, we must individualise. Some children would prefer to have all 
the colours at their disposal at once. 

Theré аге a few children who do not like painting but are quite satisfied 
with their drawing. Why not leave the drawing unspoilt ? This would 
happen, if they were forced to paint. Some children will be happier with 
charcoal than with pencil. 

Sometimes the whole class will be invited to paint at once, except those 

«who do want to draw first. But as primitive man first drew, so for many 
children drawing first and painting afterwards is the natural technique. 
There is no place for the decadent pale mauve in a class of young children. 

, Purple is different. > 
-* In order to make children draw the figures large, the following “ trick 8 
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is used by Cizek. He tells them to draw the head (or hat) in a way that it 
reaches the upper line, and the feet so that they touch the bottom line. 
Children should be encouraged to draw in large size. It is not good enough 
if children are given the margins of newspapers. If children have difficulty. 
with white paper (the “ dead ” white), they should be given dark paper. 
And in rare cases of really dull children even black paper may be uséd. 
Tt will “ draw out ” from them everything.» In such a case bright crayons 
may be useful, but as a rule painting is better than crayoning: (which is a 
mixture of drawing and painting). If children want crayons, they ‘may 
be given them, but they should not neglect painting for crayoning. f 

If there is a blackboard round the wall, it is an excellent opportunity to 
let children work with chalk. The disadvantage is that nothing remains 
of their work unless it is photographed by an ambitious teacher. But 
what is important is not the result, but the work itself. Blackboards have 
the further advantage that they invite co-operation. As a rule, children are 
individualists and want to work alone, but they should be encouraged, 
never forced, to work together. А 

The drawings or paintings should always be signed by the children. 
It is often a means of filling nicely the space. Further, it gives, thera 
“ significance,” and makes them happy, and is very useful for the teacher. 
He knows later who has done the work. The teacher or child should always 
add age and date. It goes without saying that all the works are kept by 
the teacher as documents, as material for studies, for comparison with other 
children’s work and with their own at different ages, and for exhibition. 
They provide an excellent education for parents and others. There is no 
law which compels the teacher to let children have “ their ” works. If 
they are accustomed from the beginning to the idea that everything done 
in school belongs to the school, they would not mind that they are not 
allowed to keep it, but would feel rather proud that their works are 
collected. If they have the pictures, they would be destroyed or lost. If 
children want to make a present of their works to parents or uncles, 
they can produce them at home. 

Next to drawing and painting comes modelling in clay. It is one of the 
most creative media, and pottery is one of the oldest arts, Clay is cheap, 
and all children like to model: But it is not in the “ spirit ” of this material 
if the whole is done. Rather should the different parts be “ added,” be 
“ built up,” each part made separately, the trunk separately, the legs, arms, 
head. Clay has one disadvantage, it falls into pieces if it is not baked. 
But this does not matter so much because, as we said before, the actual 
process of making is so valuable, and not the result. In general, one should 
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not ask children to do too huge modellings in clay. The objection of some 
teachers and parents that it makes too much mess can be met by providing 
children with a rimmed metal plate or, if that is not possible, with old news- 


papers. o ж 


Harder than clay and still softer than stone is another excellent material, 
plaster of Paris. But this ismuch more difficult to use than clay, and not 
many children will be capable of carving plaster. The best plan is to give 
them a block of it, perhaps ten inches long and three to four inches square, 
and,-if no other knife is available, an ordinary penknife. The process is 
just the opposite of clay. There the different parts are added and put to- 
gether, with plaster of Paris as little as possible should be removed from the 
block. Опе should still “ feel” in the accomplished work the block itself. 
A plate will prevent mess in the art room. 

One of the most excellent media and especially for young children— 
but older ones like it also—is paper tearing and paper cutting. Young child- 
ren should be given sheets of brightly coloured paper, which they should 
tear—but not cut with scissors—because the direct contact between fingers 
and material is so valuable. The pieces are arranged and pasted on some 
material. There are children who “cannot draw,” but make very good 
paper cuttings. The older ones will use scissors. In both cases no drawing 
should be done first. 

Some children—and adults as well—have such a highly developed sense 
for the rhythm or contrast between black and white that they prefer sihou- 
ettes to any coloured picture. There was a time in Europe, about 140 years 
ago, when practically everybody cut silhouettes. It would be wonderful 
if that old technique could be revived—and through children. The revival 
of another old craft has been accomplished in a Slovakian village. There 
the beautiful design of old ceramics had been forgotten. In a school they 
had the brilliant idea to let children do ceramics. And so the old patterns 
were reborn. 

One of the advantages of paper cutting and genuine silhouettes is that 
they encourage representation in only two dimensions. Further, this 
material (as Cizek, who first used it with children, has pointed out) isimmense- 
ly educative ; it is a training for the co-operation of the sense of form and 
imagination. It also helps the irresolute pupils in having to cut out with 
their scissors without any drawing. Paper cuttings are even farther from 
nature than pictures. “ The city dweller,” says Cizek, “ who is influenced 
by models and has lost the capacity of ‘ thinking’ in a material, has lost 
the capacity to appreciate the forms of the tool, and wants to replace it 
by nature.” But paper cutting compels one to “ think in the material.” 
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Paper cuttings invite co-operation between a group of children. They 
can do friezes or parts of the same subject. That needs discussion or plan- 
ning between those (not too many) who will work together. Cizek tells 
of a girl who had lost all confidence in drawing but who through paper cutting 
found her way back to drawing. I heard the same of a Wiltshire boy who: 
through modelling returned to drawing. ) 

It is good education if children are sometimes encouraged to make 
pen drawings, be it without pencil drawing first or simply the execution of 
a pencil drawing. Ў 

Children from six onwards should be given lino. For most of them lino 
cutting is sheer joy, and one should never underrate the importance of joy 
in their work. Again, if they cut without initial drawing, the better. 
And they should sign the prints with their name; it gives them the feeling 
of being an artist. 

Wood cutting is more difficult than lino cutting, and wood carving 
even more difficult than wood cutting. To work in wood is certainly 
beyond the powers of younger children, except in rare cases. But potato | 
prints are within the capacity of even quite small children. I saw a 
group. of happy potato printers in Mrs. Eccott’s St. Pancras Juvenile 
Art Class. ы 

Many girls are fond of embroidery work and fillet work. There were 
girls who disliked drawing and painting but were happy with embroidery. 
One girl had no use for any technique until Cizek suggested to her te arrange 
differently coloured pieces of wool. They were sewn on canvas, and a 
beautiful “ picture ” resulted. 

Children are no artisans. Cizek does not ask children under fourteen 
to make cabinets. Not even book binding is done by his pupils. But if 
they find scraps of metal and pieces of wood or cardboard in the class, they 
construct ships ; but they are their own ships, and not copies of “ Queen 
Mary ” or “ Normandie.” Boys like to build sky-scrapers out of waste 
material. Some children of twelve are capable of doing etchings in zinc, 
but these are rather exceptional cases. 

The expressiveness of children through their fingers should be encouraged 
by all means : this is a strong reason why they should be allowéd to carve 
puppets or marionettes. What an opportunity for co-operation if a class 
produces its own marionette or puppet show! And how much healthier 
this is than a visit to poor films. 

There has been, so far, no word said about one of the most popular 
techniques in English schools, pattern making. I do not think that children 
should make only patterns. And there are two kinds of patterns, creative 
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ones and just mechanical ones. If rightly “dosed,” patterns can be ex- 
tremely useful in a country with a very old textile industry. 

In the L.C.C. Exhibition, 1938, the design of a ten-year-old boy was 
-exhibited wltich was bought by a manufacturer for new fabrics. He had 
“found the child’s work fresher and more beautiful than that of most adult 
artists. Unfortunately, the fabric made after the design was sold much 
more expensively than the usual fabric. 

No medium should be overdone. Strange as it may sound, there is a 
danger if a child becomes too skilful in one medium. It may tempt him to 
copy himself, to get manneristic (and this applies also to the adult artist). 
The child, like the adult artist, should always fight with difficulties. 

Dorothy Е. М. Gardner speaks of the “ material which gives an outlet 
for power.” ‘We must not forget that much aggression is construction, and 
a difficult medium “ absorbs.” 


СНАРТЕК ҮП 
AKT F е 


WE have dealt until now with different aspects of Child Art. „ But Child 
Art is also Avt. There are probably hundreds of definitions of art, and each 
one describes correctly one facet of art. For our purpose it should suffice 
if we say that art is expression. Child Art is expression. - 

The reason why so many adults stand hopeless before real infantile art 
is the same as why they often have no approach to modern art, or rather 
never had. Contemporaries seldom have an understanding of the art 
created in their own time. It is partly laziness, partly the. fear of being 
wrong, and partly defence against something new, or simply the eternal. 
conflict between old and young. This is equally true of music and litera- 
ture and of adult painting as of Child Art. How was Van Gogh treated a 
generation or less ago? And to-day? In thousands of homes there are 
reproductions of his paintings. Contemporaries should be careful. 

It cannot be denied that some modern painters do what the French. 
call “ ерабег le bourgeois.” (The word is not used in a political sense.) 
There is probably no harm in “ teasing the good citizen,” but it has little 
to do with art. Although some modern painters are just teasers, they 
may all be forgiven because of those who are not. The danger is great that 
contemporaries would make the wrong selection. They have very often 
done so in the past. 

“Look how natural that apple is; just like a real apple.” People 
who speak so—and one can meet them at every exhibition—make the 
mistake of mixing art with nature. These are two different spheres. 
The painter who only depicts and repeats nature, and maybe with utmost 
skill and talent, is not an artist. Art is more than the copying of nature. 
Photographers can do that much better. 

But we must avoid the opposite mistake. Because something has no 
connection with nature, and does not show the slightest skill, it is not 
therefore art. 

What is art ? Everybody feels it standing before a picture, just as when 
one hears music. One is touched. One probably cannot describe опе 5: 
feelings and even less give the reasons for them. But there is suddenly 
some contact with another human soul given by a tune, а picture, or a statue 
which speaks to us, often through the centuries. It comes with a message 
from one human being to another. The revelation of a human soul, that 15 А 
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art. Of course, опе can only understand that for which one has sympathy. 
Without love no work of art can be enjoyed or understood. Criticism is 
not ehough. And intellect is not enough. I doubt if one can get a contact 
with art through the intellect alone. 

No work of art has been produced by sheer intellect, or to use a German 


” 


expression, “auf kaltem Weg.” One of the reasons why art has such a 
strange appeal is because its origin is in strange, mysterious regions. It 
is good that there is mystery about creation, the urge of creation. We have 
it from great painters and poets, musicians and sculptors. They had to do 
it. Perhaps it was only in the first few seconds and then the intellect came 
іп; it was not reason or intellect that called it forth, but something beyond. 
Call it the unconscious or the subconscious, it makes no difference. The 
execution may be a matter almost entirely of reason and skill. The concep- 
tion was mysterious. About this mysterious process of begetting art, 
nobody has written finer or better words than the great Austrian Rainer 
Maria Rilke in his “ Letters to a Young Poet.” 

And from the same mysterious spheres comes Child Art ; therefore it 
appeals to those who have that which responds to it. 

And what about those who do not have it ? Is Beethoven or Mozart 
or Purcell no genius because to some people he means nothing? Is the 
colour of a flower non-existent because a man stands before it who is colour- 
blind ? : 

We should not endeavour too much to discover the origin of creation. 
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The wings of butterflies lose their beauty it we try to “discover” their 
colours in a scientific way. 
One sometimes hears or reads that the English are an inartistic race. 


Therefore English children are said not to have the artistic heritage of, 


Continental children. It is true that the Reformation has been misunder- 
stood, and much was destroyed at the time of the Reformation, not only 
the heads of all the statues but one in the Lady Chapel of Ely*Cathedral. 
The misunderstood Industrial Revolution has done more harm than destroy- 
ing part of the lovely English landscape. The creative spirit of the British 
has been endangered by this mechanisation of life. But the créative basis 
is there. England, at one time, was leading in art. This is obvious 
in her illuminations, lettering, wood and metal work, or in her cathedrals 
and churches ; also in her landscape painters, unfortunately not well repre- 
sented in Continental muscums, as Professor Bodkin so rightly complains. 
England had and has a most valuable foundation, its Celtic heritage to which 
it is probable most if not all European Art goes back. So there is no reason 
for the superstition that the English or British child is handicapped with 
regard to creative capacity. 

One often hears the opinion expressed, and by absolutely sincere people ; 
“ If only someone would explain Art to те!” Explanation may add to 
the joy but it cannot create appreciation of art. And it is extremely diffi- 
cult to describe with words colours and forms. Can one describe or explain 
music by words? “ Painting with me is but another word for feeling,” 
said Constable. » 

I wonder if past generations had more appreciation for art because they 
were less consumers and more producers. Whoever produces, and it makes 
no difference what, has a kind of brotherly feeling or instinct for another 
producer. It is not enough to deal with or to buy art as the Manus of 
aoe Guinea do, mentioned in a previous chapter. We must produce our- 
selves, 

As Child Art became almost fashionable—a danger—some painters 
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CHAPTER VIII 
- “TEER AIMS OF СІГӘГІ) ART 


THE normal child wants to produce. If he has no chance to produce, he 
destroys, which is the negative form of producing—like love and hatred. 
The child has a birthright to produce. It makes him happy, to use his 
hands. The old school hardly knew that the child had a hand, which was 
as important as his brains. Ifa child has по possibility of using his tender 
fingérs which”are made for shaping, forming, creating, he may lose his 
creative power. This creative power, this urge to produce something, is 
there from the beginning. But like every human organ, if it is not used, 
it deteriorates. Е 

* The Industrial Revolution transformed the majority of people in in- 
dustrialised countries from producers into consumers. But culture means 
producing. And a nation which consists only or overwhelmingly of pure 
consumers will lose its culture. The machine cannot be destroyed. The 
Luddites were wrong. It is not the machine, it is our wrong use of the 
machine. If we become masters of the machine, it would be liberation 
for mankind from slavery, it would mean more time, more beauty, more 
happiness in life, But during the last decades the machine became our 
master, and out of that arose unemployment, social unrest, and probably 
even war.. The inventions cannot-be undone. Only we should rightly 
use them. That means in practical terms the reduction of working hours. 
The problem is not How can it be 4опе? For an imperfect beginning was 
made a generation ago, yes, but it was a beginning. It was the eight-hour 
day, which is universally appreciated now, except in war-time. Owing 
to new inventions we must come to aseven- or perhaps six-hour day after 
this war. It is the only solution of the unemployment problem. Of course, 
there cannot be a six-hour day in one great industrial nation and an eight- 
or nine-hour day in another опе; this would make competition intolerable. 
But after this war with co-operation and a reasonable world organisation 
we may look for a six- or seven-hour day in industry. Immediately the 
question arises, What will millions of workers do with their leisure time ? 
> Will it be only cinemas, football coupons, listening to mechanised music ? 
We hope not. Yet, if the eight hours of leisure daily are not in some part 
used for productive purposes, we shall perish as Ancient Rome did, who only 


. Supplied “ panem et circenses ” for the masses, “ dole and cinema ” as the 


Bishop of Chichester has so well translated it. Modern democracy cannot 
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survive if the masses are only poor consumers. They may, or many of them, 
be compelled to do monotonous jobs, such as in conveyor-belt factories. 
But this would be one more reason for productiveness in their leisure time. 
Does this mean that adults should be amateurs or dilettanti in some art 
or craft? There is certainly no harm if they are, but primarily it means that 
adults, if they were encouraged to use their innate creative capacity .in 
childhood, would preserve some productive power after puberty? or at least 
the capacity of creative thinking. Very few of Cizek’s pupils became artists, 
but most if not all his children became men and women with creative initia- 
tive whatever profession they chose. $ 
Manufacturers when questioned why some of the articles they produce 
are so ugly invariably reply that they supply the demands of the consumer. 
It may be doubtful if the general public really desire to buy trash, but just 
buy what is cheap and offered to them. But even if we concede that the 
consumers as a whole have bad taste, there is only one way to improve 
their taste and to make them immune against bad products, and this is 
not by talking about “ art in industry ” or “ education for better taste,” 
but by being creative from their earliest childhood. It is only then that 
they will refuse to buy mass products without any good standards. All 
this does not mean that machine products are necessarily bad. There аге 
very good ones, and we cannot go back, to any large extent, to handwork. 
The worker who was encouraged when a child to produce genuine 
drawings, paintings, modellings, or paper cuts, and began it, if possible, 
already in the nursery school to the time when he left school, will be a better 
man even at a machine, and certainly in his leisure time, and will also be 
a better consumer. 
The average child of two when set on sand begins to mould and form, 
and when given paper and pencil will scribble. The child wants to use his 
fingers and his imagination, just like the primitive who wanted to express 


himself. If the child is deprived of an opportunity to express himself, 
to “ speak out,” he may turn neurotic, 


They use Child Art in Child Guidance Clinic. 
as а cure. The children “ abreact ” through painting or drawing. There 
was a boy of thirteen in Cizek’s school who for months did the most horrific 
drawings of skeletons and other morbid subjects. Afterwards it became 
known that his father was a lunatic, Had Cizek not encouraged that boy 
to get rid of his heritage, it would have badly affected him After a time the 
child produced quite normal drawings. Cizek, of course. did not “ cure 
be СЫМ Art, ін ће outlet helped him A mother in the 
Midlands told me about her boy of seven who reported to her for weeks 


s not only as a test but almost 


every morning the terrifying dream he had. There was absolute sincerity 
between mother and child. The mother with her right instinct asked her 
boy if he would not like to draw the bogey man and the other unpleasant 
things he dreamt of. After a time-the dreams ceased. 

It has been suggested that the purely imaginative working of the 
children may endanger their sense for_reality and may make them day- 


“ 


dreamers., It is much better if they “speak out ” what they dream. 

Another objection is that children may lose later the capacity of doing 
accurate drawing which is necessary in various professions. I once went 
with Professor Boyd of Glasgow University to a technical college at Clyde 
Bank where boys and girls of fifteen and sixteen had a geometrical drawing 
lesson. I asked the master if he thought that his pupils would be better 
in geometrical drawing if they had had a chance to do creative work until 
they were thirteen or fourteen. The answer was definitely in the affirma- 
tive, 

Child Art helps to make, or rather to keep, children happy. Man 
is only ‘happy if he can produce—no matter what it is. At least in the art 
room children should enjoy themselves. Needless to add, in a good school 

- they would enjoy every subject and every lesson. But for the old school, 
joy in learning was a contradiction in terms. 

Thanks to Cizek and others we can now read many things from children’s 
works. It is quite natural that a child’s drawing, not influenced by adults, 

“reveals as much as if not more than his handwriting or language. To learn 
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to know the child’s type, his mental age, fears, etc., is another aim of Child 
' Art. But the analysing or psycho-analysing of children’s works should 
not be the first consideration. The work of a child is primarily a work of 
art. е < 
Tests сап be made with children’s works, but tests are not the main’ 
object of children’s drawings. There is a danger in all tests. | s 
I could imagine that in the future in teachers’ training colleges one hour 
per week might be devoted to the “ reading ” of children’s works. We are, 
to-day, only at the beginning of this new science. Cizek has opened a door. 
Others will come and explore further. Р 
And some will perhaps retrace through Child Art prehistoric events. 
In “ reading ” primitive art we learn to understand Child Art better. W hy 
not also the reverse ? Қ 


But these аге side-issues. The main purpose of Child Art is the develop- 


relation between design and craft.” 


Young children who are inclined to do geometrical patterns are often 
those who seek protection behind some fence. Free Child Art means free 
life instead of seclusion and sheltered life—which is not real. Handling 
of material means contact with life. Fighting or overcoming difficulties 
is a preparation for life. Copying from adults will certainly not educate 
for independent working and thinking later on. Weare only God’s creatures 
if we are productive. 

Child Art certainly has not the aim to produce artists. This is beyond 


its scope. Artists, like teachers, are born. We have to accept them as a 
gift from God. 
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painting than by trying to paint sincerely. In the light of their own struggle - 
with the artist’s problem the boys and girls begin to understand pictures, 
fine pictures of the kind that are now bought by schools. They begin to 
be able to choose between the real and the sham because their own work, 
‘to themselves unmistakably sincere or otherwise, is giving them the touch- 
stone. But will this touchstone help them to understand other forms of 
arts? Already there are signs that it will. Real understanding, which alone 
is worthy of being called good taste, is not to be looked for during school 
years,- but the best hope of good taste becoming more general among us 
lies in the growth of a generation who, while yet young, have gained some 
internal standard by which to measure art, some glimpse of the relation of 
art to man’s spiritual sense. On such a foundation the special training 
that is needed for the full appreciation of any particular branch of art, 
whether pottery, sculpture, embroidery, or architecture, will not be given 
in vain.” 

To this statement I should only like to add that children should not be 
shown pictures of adults too early. They usually are not interested or, 
what'is worse, they might be tempted to copy them—consciously or uncon- 
sciously. 

Schools in most countries have neglected the emotional side in education. 
Prof. John MacMurray: “ The emotional life is not simply a part or an 
aspect of human life, it is the core and essence. To neglect this side of a 
child’s training or to fail in it, is to fail completely in the primary business 
of education.” 

We suffer from a lack of imagination. Perhaps there would not have 
been war if we had possessed more imaginative people. Herbert Read 
suspects “that much, if not all, of the misery in the world to-day is due to 
the suppression of imagination and feeling in the child. . . .” 

Once a children’s doctor told Cizek that since he encouraged his little 
patients in hospital to draw and paint their bodily health improved. 
“ Free drawing has therapeutic value,” states Dr. Ruth Griffiths. 


СНАРТЕК ІХ 
CHILD ART AND PUBERTY’ e 


“ ABOUT little children’s paintings we know a good deal,” wrote Clive Bell, 
“ Their art is conceptual: that is to say, they try to render their notions 
of things and not what they see. They put the accent on what concerns 
them most. So much we understand : what we do not understand is why 
these little savages devise quite naturally combinations of line ‘and colour, 
shapes and patterns, of enchanting prettiness, immeasurably superior to 
anything they are likely to admire in later life, Something happens to 
them between the ages of twelve and eighteen. What happens 2” 

One has traced the origin of Child Art to the fact that the child, like the 
primitive, cannot express his feelings by words, his language being not suffi- 
ciently expressive. It follows that the spoken language becomes richer and 
richer, the graphic language of most children deteriorates or is reduced to 
writing, which is nothing but ‘petrified pictorial language. Karl Bühler, 
who repeatedly points to the parallel of language and art, says :. “ Language 
has first spoilt drawing, and then swallowed it up completely ” (4 The 
Mental Development of the Child ”). But he and Hildegard Hetzer (‘ The 
Symbolic Representation in Early Childhood ” : Vienna, 1926) draw 
attention to the fact that the child stops his spontaneous drawing when 
he loses his joy in fairy-tales. He feels ashamed of both because he enters 
the stage of more realistic world-conception. Most adults remain at the 
stage of ten- to eleven-year-old children in their drawings. 

In other words, the awakening intellect destroys the joy in the uncon- 
scious creating of early childhood. Most teachers know this. The children 
suddenly discover mistakes in their drawings, they declare that they cannot 
draw any more, they become self-critical, whereas before they were not 
critical at all, or only as far as other children’s works were concerned. They 
say: “І can’t draw, I know it. I don’t want to draw or paint any 
тоге,” 

What are the reasons for the awakening of the intellect and of self- 
criticism ? Is there a connection with the beginning of puberty ? There 


is one strong argument for this explanation, Primitives have no puberty 


11 Our sense, and therefore no break in their production, Margaret Mead 

i ge in Samoa ” relates out of personal experi- 

ence that with the primitives “ adolescence is not necessarily a time of 

stress and strain, but that cultural conditions make it so. 
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is іп our civilisation, not іп the physical changes through which our 
children pass.” 

But why have primitives no puberty in our sense? Because they take 
‘it naturally, while we did not acknowledge until recently the existence of 
puberty. The old school refused to acknowledge it, as so many other 
facts which are of primary importance to the child. Peasant children suffer 
much less or not at all from the “ stress and strain ” of puberty, and seldoni 
have any break in their production. 

Іп 1921 Cizek dealt with the problem of puberty in a lecture to teachers. 
Francesca Wilson in her booklet “А Lecture by Professor Cizek ” quotes 
him in this way: “ People make a great mistake in thinking of Child Art 
merely as a step to adult art. It is a thing in itself, quite shut off and iso- 
lated, following its own laws and not the laws of the grown-up people. 
Once its blossoming-time is over, it will never come again. The crisis in 
a child’s life usually comes about fourteen—this is the time of the awakening 
intellect. A child then often becomes so critical of his own work that he 
is completely paralysed and unable to continue creative work. Until 
then he has worked entirely out of feeling, unselfconsciously, spontaneously, 
‘pressed on by some urge within him. Of course, there is no reason why the 
Intellect should be a hindrance to Creation ; it ought to be a help. But 
quite often it is not. The teacher ought to try to help the child to get over 
_ „this crisis. Too much pressure should be guarded against—the child cannot 
. stand too great an inrush of knowledge. His personality may disappear 
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altogether under the multitude of outside ideas and influences. In any case, 
the great break, the caesura, comes at this period, and after that you hav 
either the art of the adult or no more creative epoch at all.” 

Where some teachers may disagree with Cizek is the time.of the crisis : 
“ about fourteen.” They will put the age earlier. And some will regard 
the time after puberty as the crisis, especially with girls. As a matter. of 
fact, moregirls than boys preserve their creative capacity until or immediately 
after puberty. There are cases where the creative power stops for a while 
and then reappears. 


People exist, besides the primitives, who scarcely have any puberty ~ 


crisis in our sense—the great artists. 

I often had discussions with Cizek about the puberty problem. He was 
not of the opinion that puberty in itself is to be blamed for. the vanishing 
creative power of most children, but its misuse, and especially our over- 
intellectual school system. This is how he explained it : “ The child starts 
with symbols. These symbols are more and more enriched by experience 
and knowledge. The symbols come nearer and nearer to nature, and get 
influenced by adults, until at last Child Art stops. It is an accident that 
at this time, as a rule, puberty begins. The real reason for the end of 
creativeness is the fact that the child gets away from symbols and ithitates 
nature. The crisis begins. Child takes nature for art and copies nature. 
Thus Child Art and art in general stops. It is an extremely difficult task 
to bridge over the crisis and to help the production of the child to another 
level.” 

The question as to whether imaginative work of the child must stop 
at or before puberty is the foremost question which occupies teachers and 
parents when they deal with Child Art. I have given no lecture on Child 
Art in Great Britain where this question was not raised. In June 1938 
I wrote to Cizek about this fact and mentioned also that at the moment 
I touched the adolescence problem, and tried to point out that with most 
children the creative capacity lessens and often vanishes when they enter 
the stage of puberty, I felt a kind of resistance among my audience. I 
felt, they did not want to face the fact that in the majority of thirteen and 
fourteen-year-olds Child Art has come to an end. Or perhaps they even 
asked : What is the good of Child Art if it stops at puberty ? This is what 
Cizek replied a short time before this war : “ The two problems which arouse 
special interest amongst your audiences, the real infant work and the further 
development of ‘Gestaltung’ (creating) after adolescence, are the most 
interesting problems with which I have been associated for more than 
fifty years and I like to hear that English teachers are also interested ‘ti 
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these two problems. I know that English art is burdened by tradition, 
and I see this tradition even in many English children’s drawings, but I take 
it as a proof of the common sense of English people that they are interested 


„in the two problems mentioned. The work of a very young child can only 


‘be compared with the genial work of the great Masters. 

<“ As far as the continuation of creation is concerned, i.e. after adolescence 
or even after eleven years, there is no uncertainty forme. The creative dies 
out only owing to the unfavourable influence of three factors: parents, school, 
and environment (civilisation). The three most important reasons for crea- 
tion are: (т) the creative instinct, (2) the instinct to set in order, and 
(3) the imitative instinct. If the child is wrongly influenced, the imitative 
instinct will conquer the other two ; that is the fate of the creative capacity 
of most children if they are not rightly guided or if they are tempted. 
But when the child grows up strongly and is guided according to his 
individuality, he grows in an organic development provided that he 
possesses the necessary heritage and vitality. But even if not so gifted, 
it is possible to maintain.the straight direction of creation, but on condition 
that the children are encouraged already when they are very young to work 
creatively, and not encouraged to copy. With right guidance the child 
can be further developed after twelve, thirteen, or fourteen years ; then of 
course the creative study of nature should take place. 

“ But all these problems nowadays are almost impossible to solve þe- 
cause of school and because of teachers who have insufficient understanding 
and training. As you have seen yourself with me, I had to fight the whole 
бте.” 

One thing one draws from this letter: Cizek blames the bad influence 
of adults for the diminishing of the creative capacity. It is consistent with 
his general attitude. He has always defended the child against the adult. 
He has always regarded our civilisation as hostile or at least dangerous to 
the child. The factors mentioned by Cizek play their important part, 
with some children perhaps a decisive one. But I still believe that Cizék 
underrates—consciously or unconsciously—the purely biological factor 
of puberty in our civilisation. Would it not be strange if a child during 
this evolutionary and revolutionary period—a time in which mind and body 
аге іп an upheaval and during which “ puberty suicide ” is known—would 


‘produce anything remarkable or could remain creative ? Cizek repeatedly 


pointed out that there is no break with primitives. 

. I believe that the strongest argument for the theory that in our civilisa- 
tion the biological factor is the main reason for the vanishing of creative 
activity of children is the fact that out of thousands of boys and girls who 
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went to Cizek since 1897, only very few retained their creative power aftgr 
puberty. I do not refer to those five or ten who eventually became artists, 
always understood not encouraged by Cizek. But even if Cizek did not 
succeed in preserving the creativeness in any considerable number of his 
pupils after adolescence, although he often had them from their earliest 
childhood, was not then the biological factor decisive ? 

Whatever the reason for the disappearance of creativeness, the fact itself 
cannot be denied. 

There is another explanation for the break. Britsch-Kornmann say 
that “ children’s drawings are ‘archaic’ in the true sense, and thus eternally 
young as every genuinely early production. When the child grows out of 
this mental attitude, when he seeks and finds the contact with the life of the 
adults and their pictures, he cannot furthermore draw like.a child... . 
Instead of the pure picture of an early stage, a more or less dilettantish 
little picture is made. Thus exactly that which was only of value in the 
child’s work gets lost. In its place comes a more or less skilful representa- 
tion of nature without artistic features. . . . Do the creative powers really 
dry up which the juvenile possessed and exercised when a child? There 
are certainly cases where the powerfully awakening intellect absorbs all 
vitality and the productive forces get stunted. But they must not be 
stunted. ... During childhood ‘ picture’ and representation are one. The 
powers of seeing and reflecting balance each other. There is yet no con- 
flict between the imagined and shaped ‘picture’ and the ‘image.’ 
This mental attitude of the child is the same as in all early cultures, the 
Egyptian, and the early Greek culture, e.g. when picture and image were 


one. . . . The basic problem of the puberty crisis in drawing is the problem 
of the separation of image and picture. The child is still living in the 
unity of picture and representation as in earlier cultures. . . . The 


separation would have been successful and no unsolved conflict would have 
arisen if no artistic aim in drawing had been set, but only technical and 
scientific tasks had been given. . . . The conflict of the puberty crisis is to 
a large extent the reaction of the art crisis in our time which is nothing but 
the conflict between picture and representation. 

“Perspective drawing has bad artistic consequences, because it is a 


substitute for real artistic value. The immense importance given to per- 


spective in art teaching needs a thorough revision.” 

How can creative Child Art be continued without the surrogate of per- 
spective and without mannerism ? Kornmann believes in the possibility 
of greater differentiation. And he suggests beginning with new crafts. 
Cizek too recommends a change of medium. Two cliffs endanger creative 
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diawing, the same which are also fatal to great art: naturalism and 
mannerism. “ The artistic production of the adolescent is frustrated by 
the false ideal of unshaped naturalism.” 

„> We said in Chapter III that the ideal way goes straight to pure 
“ Gestalten ”--іогшіпе and shaping. І have seen excellent work by 
adolescents, by boys and more frequently by girls, but I still maintain 
it is the exception. 

Exceptional teachers may be exceptionally successful. There were 
exhibitions of adolescent art of outstanding level. Mr. Weidmann, the 
director of the unique international collection of Child Art in the Pesta- 
lozzianum in Zurich, has some perfect adolescent art. He also believes in 
a change of medium as a means to prevent the too early stoppage of creative- 
ness, There was an excellent exhibition of adolescent art held in London 
іп 1040. I have also seen fine pictures done by girls of fifteen and sixteen 
painted under Miss Marion Richardson’s guidance. At Eton College I 
saw a group of twenty boys from fourteen to sixteen painting entirely from 
imagination, a small percentage for such a big school. Langford Grove 
School for Girls is a school in which outstanding adolescent art is produced. 
Perhaps there is а way out? “We have endeavoured to keep artistic 
consideration before the pupils at an age when sensibility and spontaneous 
expression are often crushed in their trying to acquire realistic technique,” 
wrote the Art Master of Ilkley Grammar School for Boys. 

But if there is no way out for the great majority ? If there is no means 
of preventing the termination of creative work in the realm of drawing and 
painting at the age of puberty, must we regret it? Charlotte Bühler has 
pointed out that the different activities of man reach their highest degree 
of fulfilment at different ages. As, for instance, most people are at their 
best in sports between twenty and twenty-four, that is relativ ely very young, 
whereas mental capacities reach their maximum development often between 
fifty and sixty. Is it not possible that most of us do our best work in art 
before puberty ? Artistic creativeness may disappear in one sphere to 
reappear perhaps in a quite different sphere. It cannot be entirely lost, 

Cizek advises creative nature study when the imaginative power has 
vanished. It is one of the many misunderstandings of his ideas that Cizek 
is against all art lessons. When the imagination ceases, but only then, 
fot earlier, drawing lessons—of course not dull ones—are rightly com- 
menced. 

One idea we should give up. That growing must necessarily be а pro- 
press. Is the finished flower more beautiful than the bud? How many 
vuds never become fruit ? 
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Opinions about Child Art and puberty are divided. Perhaps ғай) 
one sees only one side, one facet of the truth. Perhaps there will be 
discoveries in this sphere in a not too distant future, and made in Anglo- 
Saxon countries with their genuine understanding for Youth. But I still 
believe that it is significant that Cizek never had pupils between fifteen 
and eighteen. However, I agree with Miss Nan Youngman (4 New Era,” 
February, 1943) that the fact that puberty. was a barrier which Cizek met 
is no reason why others should not try to proceed beyond it. 

Harold H. Holden, A.R.C.A., Director of Art Education, Birmingham 
College of Arts and Crafts, kindly supplied me with information about 
Catterson Smith, who worked there a generation ago : ' 

“The most important feature of Mr. Catterson Smith’s methods is 
systematic memory training and the practice of drawing with closed eyes. 
The exercises in memory drawing are of two kinds ; the first, for which there 
is a preparation by deliberate observation, and the second, which calls арба 
impressions already existing in the mind. l 

“Tn the first type, the object to be drawn is shown for a time, 15 then 
removed or covered, and a drawing made from memory. . . . In the second 
type, the unprepared memory drawings are usually made in response to а 
suggestion from the teacher, intended to awaken some phase of memory 
picturing. The subjects are always such as are within the range of the 
student's experience and which are likely to appeal to his imagination. -. 

“The practice of eye-shut drawing is a preliminary stage. Given his 
subject, the student tries to see it clearly in his mind’s eye. In this effort he 
closes his eyes to isolate his attention from the distraction of visible objects. 
When his picturing appears complete, he attempts to follow with his репсі 
on paper the forms of the conception on which his attention is fixed. The 
whole value of this is in the effort to focus which it induces, and not in the 
resultant tracing, though this may be a very interesting manifestation indeed. 
The student is not encouraged to regard it asa performance in itself. These 
shut-eye drawings, however, often have a spirit and sensitivenéss which 
may not be recaptured in the ensuing stage with eyes open. This із 
because the student then encounters difficulties of technique and lack of 
аса ише een from Шеш el 
(ote ea aa ek = ities which do not always nae a 
evoked, however eve the. it та That they should мн іп 
these methods has e value of this means. Continued training. 

proved that the precious quality of emotional feeling 
can be gradually controlled and brought into the la 


the eyes open.” This method is still applied to 12-15 year old pupils.’ 
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CHAPTER X 
o QUESTIONS 


Іт-іб а пісе and democratic British habit to ask questions after lectures. 
I was asked at least five hundred different questions after my lectures in 
1934, 1935, and from 1938 until the present time. I am giving you here 
some of those I consider of more general interest. 

(т) Carothers get the same results as Cizek? (New Education Fellowship, 
Glasgow.) У : 

Cizek, undoubtedly, has an easier task. Не is a genius and the dis- 
coverer of Child Art. The average teacher cannot possibly have his 
experience. He may have had no training, or a bad training, or a training 
niuch too short in Child Art, and often he may find a rigid curriculum, or 
insufficient space in the art room—if there should be one—and the small 
amount of time devoted to arts and crafts too great handicaps. Still, he 
has one thing in common with Cizek—the child. А 

(2) What number of children had Cizek in his classes? (New Education 
Fellowship, Glasgow.) 

The average number of children in Cizek’s classes was twenty-five. There 
are classes in Great Britain and other countries of fifty children. To do 
Child Art in an overcrowded class is a very difficult task. But one can attain 
something even with a class of fifty-four. І have seen it. The ideal number 
is around twenty-five. Thirty-five are too many and fifteen too few. 

(3) Do any of Cizek’s children “ survive ” fourteen (as creative artists) 2 
(New Education Fellowship, Glasgow.) 

Very few. 

(4) Could drawings help children who are weak to write and express ideas ? 
(New Education Fellowship, Glasgow.) 

Certainly. 

(5) Is the child conscious of any conflict previous to adolescence? (New 
Education Fellowship, Glasgow.) 

Some children are. 

(6) Do children ever want to learn perspective ? (New Education Fellow- 
ship, Glasgow.) 

Very few young children. 

(7) What shall we think of the method in some schools, where a model 
is set up and children have to draw that model, the teacher helping? (New 
Laucation Fellowship, Glasgow.) 
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With young children it is wrong. 5% 

(8) Would Cizek have models for clay modelling? (Streatham Hill 
Training College.) 

There are no objects in Cizek’s classes. 5 

(9) Does Cizek paint himself? (Thistley Hough School, Stoke -on 
Trent.) ` 

Cizek was a painter, but so far as I know he has not touched a brush 
in the last thirty years. There are enough artists, he says, .perhaps too 
many. It is more important that children should create. 

(то) Are visitors allowed to see children at work 2 (Thistley Hough School, 
Stoke-on-Trent.) . . ; ы 

Yes. The children, if they are really interested in their work, will hardly 
notice a tactful visitor. А 

(ті) Do the Cizek children do pottery ? (Thistley Hough School, Stoke- 
on-Trent.) н 

Some do. ! 

(12) Have they examinations? (Thistley Hough School, Stoke-on- 
Trent.) 

No. 

(13) Is there punishment for disobedience ? (Thistley Hough School, 
Stoke-on-Trent.) 

No. But what is disobedience? There are no commands. The 
teacher and pupils are co-workers. 

(14) Was Cizek’s school independent? (Abbotsholme School.) 

Thank God, yes. 

(15) How young does Cizek take his pupils? (Abbotsholme School.) 

He is happiest when he gets children of two or three. Then he is sure 
that they are unspoiled by adults. Usually the children are six years old, 
and he keeps them until fourteen. If a child enters his Juvenile Art Class 
only at nine or ten, his task is much more difficult, Then he has to coun- 
teract the influence of adults ; then he has to do all he can to guide the child 
back to himself. 


(16) When a child is too skilful, the medium is changed—why ? (Сһевбет- 
field.) 22 

It does not very often happen that a child wi i і 

) е will become too skilful 10 

one medium. But if he does, there is the danger that he will produce auto” 
ae (It happens with adult artists too !) 

17) Do children of all years work to iversity-) 

: a ale gether? (Manchester University. 

The children are divided into two groups, one а to ten an the other, | 

from ten to fourteen. It sometimes happens that a child of eight is inf Ties 


older group and vice versa, There are advantages іп having children not 
quite of the same age together. (Of course there are boys and girls.) 
_ There is some kind of co-operation, although children are great individualists 
and want to work alone. Still, a friendly talk with the neighbour, a visit 
to the friend on the other side of the class, inspecting his work, indeed the 
whole atmosphere in the room with its gentle beehive hamming,—all these 
are helpful to creative work. It is a room where children like to be. 

(18) Did Cizek ever find very young children scared of expressing them- 
selves? (Manchester University.) 

Very rarely. 

(то) Have the primary schools adopted Cizek’s ideas in Vienna? (Man- 
chester University.) 

Yes. 

(20) Can parents’ influence be counteracted? (Course in Kent.) 

Tt should be in many cases, but it is no easy task. First of all the teacher 
should try to make the parents see the work of their children with right 
eyes. They very often will only want skill, repetition, copying. Discussion 
with parents, exhibitions of children’s work, but not only the “best” ones, 
visits to the art class, might be helpful in preventing parents from influencing 
their children in a wrong way. 

(21) If a child of seven produced work of a child of ten, is there something 
ihe matter with him? Do children not progress at different rates ? (St. 
Ceorge’s Training College, Liverpool.) 
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The precocious child should not be encouraged. There is no reason for 
a mother to be proud of her seven-year-old child who produced like the 
ten-year-old child of her neighbour. 

(22) Infants splash colour and do no more. Is that right 2, (Edge Hill 
Training College, Ormskirk.) к 


“ Playing ” with colours as a beginning is all right. But it should 


not go on for too long. Perhaps the child wants to draw. То cdver a huge 
paper with colours for a long time, and doing nothing else, should not be 
encouraged. 

(23) Does Cizek ever connect poetry with art? (Edge Hilt Training 
College, Ormskirk.) е ; 

Не suggested to thirteen- and fourteen-year-old girls to keep a diary 
with text and pictures. А 

(24) Is there any definite teaching of colour? (New Education Fellow- 
ship, Liverpool.) ‘ 

No. Children have their own harmony of colours, and it is-sometimes 
better than ours. What would happen if primitives were “ taught ” coluurs ? 

(25) Does Cizek tackle design as a separate subject? (Birkenhead Train- 
ing College.) 

No. 


(26) Should children always be allowed to paint what they like? (Bourn- 
ville Art Club.) ; 

At five years of age some children will already need the suggestion of 
a subject, others not. Individualise. 

(27) Supposing a child of seven years old wanted to draw Peter Pan 
and the Crocodile but had no knowledge of crocodiles, how should one deal with 
the situation ? (Bournville Art Club.) 

The teacher or mother should talk about the crocodile to the child. 

(28) Ave young children not to have any pictures in their story-books 2 

(Bournville Art Club.) 
__ As far as possible, their own pictures or pictures by other children. This 
is the ideal, Next to that come pictures by real artists, but not sugary, 
cheap pictures. The primitive picture is better than the sophisticated 
one. 6 


(29) All children should be encouraged to use large paper. If a child 


naturally draws small, should he be allowed to do so? (Bournville Att » 


Club.) 


There can be no general rule so far as the size is concerned. But the 
tendency should be towards the bigger size—without forcing a child to 
use too large paper. Individualise, 4 бы 
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(30) Should one child imitate another ? (Bournville Art Club.) 

“Мо. But some children are more imitative than creative. The teachers’ 
and parents’ task, however, is to encourage the creative side, whatever its 
strength. If a child in school permanently copies from his neighbour— 
why not separate them tactfully, or suggest a different subject or medium 
to the imitative child ? Е 

(31) Children are also very creative in other arts, e.g. music. Should 
‘they be encouraged in the same way? (Bournville Art Club.) 

There were schools in Vienna (not with Cizek) where seven-year-old 
children actually produced their own melodies. And to Cizek for years 
groups of American music teachers came who wanted to study his 
“method ” because they thought they could also use it to a certain extent 
in music. қ | 

(32) If а child does a painting which is unintelligible to an adult, should 
one ask the child for an explanation ? (Bournville Art Club.) 

Not by leading questions! Some children never should be asked. 
Some “children will answer in a way which they think would please the 
adult. It is the child’s courtesy (and certainly not lying). So we would 
only hear from the child what we want to hear. Very young children will 
often be quite incapable of explaining what they mean in their drawing. 
The reason why they draw may be that they cannot “ tell ” by words. If 
possible, we should have a talk about the drawings with the child. But 
most of the conversation should be done by the child. Indirect method ! 

(33). Could you give a comparison of two children at fourteen years of age— 
one who had opportunities of self-expression in art classes from three years 
upwards, and another who had ordinary art instruction at an elementary 
school? (Bournville Art Club.) 

One must only look at what a fourteen-year-old child produced a 
generation ago and what he often produces now. In the L.C.C. exhibition 
1938 hung drawings of autumn leaves and cubes, executed by poor children 
thirty years ago, and next to those “ pictures ” were exhibited the beautiful 
works now done from imagination. The effect was devastating. 

(34) At what age should a child go to the cinema ? (Bournville Art Club.) 

As late as possible. And almost the same applies to the theatre. The 
ideal is that the child should produce his own plays. In Cizek’s classes 
were puppet and marionette shows. Everything was done and executed 
by the children themselves. А 

(85) What kind of toys? (Bournville Art Club.) 

Simple, not sophisticated ones which are bought by adults because 


wie like them: The ideal toy for a young child is a piece of wood. It is 
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king and queen, mountain and boat, man and animal for the child, because > 
of his enormous imaginative power. 

(36) Isn’t it a fact that children cling to the plain old toy and ignore the 
lovely new one? They go back to the old favourite. (Bournville Art Club.) 

The normal child prefers simplicity to sophistication. E 

(37) Would not suppliers risk a long period of failure and people refuse t 
buy the more artistically designed wrappings until educated to théir standard 2 
(Bournville Art Club.) 

When the first milk bar was opened by Dick Sheppard in Fleet Street in 
London in 1934 or 1935 it was said that the English people would not drink 
milk. The milk bar would be bound to be a failure. After a уеаг'ог so 
there were 400 milk bars in London, and they were a very good paying 
proposition. Education works sometimes quicker than one dares to hope. 
I do not believe that people want bad things, bad products, bad wrappings, 
bad posters, bad advertisements, bad newspapers, and bad films. And I 
do not think that all manufacturers and traders have bad taste. Some 
have very good taste. But some are just lazy and make no effort to-under- 
stand what good taste is, and also they believe that ugly things are cheaper. 
This is not necessarily true, and certainly not in the long run. 

(38) Were other subjects taught at Cizek’s school ? (Course at Waltham- 
stow.) 

No. But art was not “ taught ” either. 7 

(39) Is coloured chalk used by young children ? (Course at Walthamstow.) 

White chalk on blackboards is excellent, If children prefer highly 
coloured chalks, there is no objection. But for many children the enormous 
contrast already between black and white “ tears ” out of them everything 
which is in them. 

(40) What brushes? (Course at W althamstow.) 

Different ones, but not too thin ones. 

(41) Would a child come back to a half-finished picture? (Course at 
Walthamstow.) 

_ Ifa child has not finished his picture in one period, he will usually finish 
it the next time. Children have a different “ tempo.” If a child occasion- 
ally hesitates to finish a picture, he should be encouraged to finish. 


қ ay At what age do children use plaster of Paris ? (Course at Waltham- 
stow. ; 


Hardly before nine. 


(43) How much time was given to art in Cizek’s school? (Course a 
Walthamstow.) f i 


The children under ten came once or twice per week on free аНегпо252, 
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for one and a half hours each time; the older children came once or 
| twice for two hours each time. 
Е (44) In the picture of the fish pond, did the boy turn the paper round ? 
| (Course at Walthamstow.) ‹ 


p. Yes. 
R. р -(45) Should children be allowed to trace? (Course at Walthamstow.) 
274 Never. ” 


(46) Some children of five paint a picture and then proceed to cover it up 
with a mass of colour. What should be done? (Course at Walthamstow.) 

They should be tactfully stopped. Perhaps we act here from the 
purély adult’s point of view who hates to have a good picture destroyed. 
But I do not think any harm is done if a child is, tactfully, prevented 
from destroying what he has accomplished. It may be his sheer joy of 
going on using colours. If he is given a new paper, he will make another 
picture. қ 

(47) Does Cizek allow paper cutting and modelling as freely as other work 2 
(Coufse at Walthamstow.) 

Yes. 

(48) How long do the children work to make these pictures? (Course at 
Walthamstow.) 

It varies considerably. But it has educational value if the class is 
encouraged to finish a picture in more or less the same time. We must 
not, however, forget that the tempo of children is different just as children 
of the same age run or swim a certain distance in different times. In some 
classes a child easily did two quite excellent pictures in one period, and 
another child needed two periods for one picture. Individualise. 

(49) Should ten or twelve colours be given to a child under six? (Course 
at Walthamstow.) 

No. The child, by the way, will hardly ask for so many colours. 

(50) What about the introduction of writing 2 (Course at Walthamstow.) 

The old or intellectual school started writing too soon. The Eastern 
nations, who begin with painting or drawing and after that with writing, are 
right, „Miss Marion Richardson’s great contribution is her way of introduc- 
ing writing. Р 

(51) How much space does a child get ? (Course at Walthamstow.) 

* Very much. In old schools the child usually had not space enough. 
In the art room the horizontal table is right. If they work on easels, they 
should have much space. Their whole body should work. 

И (52) Instead of a knowledge of technique should a teacher rather have a 

_, kitGwledge of child psychology ? (Course at Walthamstow.) 
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Both. Every teacher should have a relation to art, which does not 
mean that he must be an artist himself (or a composer or a poet). 

(53) What happens to the work of the children? Is it not a shame if they 
may not keep it? (Course at Walthamstow.) А А 

Most of them will feel proud if their work is kept. If they realise 
from the beginning that all their work done in school belongs to the school, 
they will not bother. f у А 

(54) If a picture in history is shown, would not this be an outside influence ? 
(Course at Walthamstow.) 

Yes ; but it can be made quite clear to the children that it іа different 
sphere, as a photograph is different from a picture. Тһе ideal, again, 
` would be if the children would make their own pictures. 

(55) Did Cizek’s children pay ? (Course ‘at Walthamstow.) 

The poor childrer paid nothing, the wealthier ones a little fee, but all 
got the material free. 5 ‘ 

(56) Ave children really satisfied with their own work when ‘they fail to 
produce photographic or realistic work? (Erith.) ` 

Young. children are very happy with their unrealistic work. It is the 
adult who is often unhappy, but the aduit should refrain from imposing his 
standards upon the child. і 

(57) І told Scriptural stories and the children drew the pictures of saints 
in modern trousers. Was this right ? (Erith.) 

Certainly. 

(58) Will the intelligent child produce better work than the dull child ? 
(Course in Kent.) 

One cannot generalise. Often children who are weak in intellectual 
subjects are excellent in arts or crafts. Their hand is better than their 
head. 

(59) If Cizek encourages children to fill blank spaces, is this not influencing 
them? (Newcastle University.) х 

А picture is not only something mysterious, but also something very 
teal: the filling of a certain space. A child may out of laziness or forget- 
fulness leave empty spaces. Why not encourage him in these cases to fill 
the space? The child often only needs to be reminded. (In certain cases 
the empty space may have an artistic meaning.) 

(60) Ave we getting worse by growing older? (Newcastle University.) * 

There can hardly be any doubt which is stronger, more genuine, more 
beautiful, in one word, more artistic, the work of the four- or five-year-old 
(Cizek would say the two- and three-year-old) or the fifteen-year-old child. , 
Stili, we cannot eternally remain small children. But what Cizek fought’. 


> 


_drawing or picture of t 
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for during his whole life was to make people, and especially teachers, see 
the immense beauty in the so-called clunisy, stupid works of small children. 
There is nothing stronger on earth, he said repeatedly. 
- (61) Can the savage in the child be subdued? (Newcastle University.) 

It should not. The child should be a savage as long as possible. With 
our terrible civilisation he becomes civilised too soon in any case. 

(62) How many schools are going to be allowed to teach art in this way ? 


‘(Newcastle University.) 


As many as possible. 

(63) Dé any children prefer to draw from objects and not mainly from 
meniory-imagination ? (Durham University.) 

It is rare that young children want to draw from objects. 

(64) Are children ever encouraged to base imaginative drawings on a 
concrete object before the child? (Durham University.) 

Young children never. 

(65) Is*it often difficult to get children to make figures large enough ? 
(Leeds Pedagogical Society.) 

Usually not. 

(66) Why is the circle in the fish-pond right? (Wrexham.) 

Because it is а“ grown ” circle. How horrible would be a geometrically 
correct circle ! 

(67) Does Cizek agree with drawing in ink? (St. Mary’s Training 
College, Bangor.) 

Yes, occasionally, for educational purposes. 

(68) Why is the head so large in proportion to the body in young children’s 
drawings ? (St. Mary’s Training College, Bangor.) 

Because it is more important than the body. 

(бо) Are they allowed to use various media in a class or do they all work 
with the same medium ?. (St. Mary’s Training College, Bangor.) 

They are allowed to use various media at the same time, but the tendency 
is that as many as wish should use the same medium. That helps. It 
fosters a “ class spirit.” But there are bound to be outsiders, and especially 
after ten or eleven it would be wrong to expect a great majority to be 


fond of the same medium or subject. 
(70) Does Cizek tell the children to draw something which they have actually 


> seen? (St. Mary’s Training College, Bangor.) 


Both seen and not seen. He definitely tells them sometimes about 
things which they never have seen or heard of, and he asks them to make a 
hem. The purpose is to get purely imaginative 
work. 
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(71) Is it not wrong to isolate art from the rest of the school work? (St. 
Mary’s Training College, Bangor.) 

It is. _The ideal would be schools where art and crafts penetrate all 
subjects. & ; 
(72) Why do we pay great attention to the reproduction of the real thing in 
school? (St. Mary’s Training College, Bangor.) Р М 

I do not know. Perhaps out of a feeling that children must be prepared 
for an adult world as quickly as possible. : 

(73) When the child sees a crocodile and afterwards draws it, is it not 
reproduction ? (St. Mary’s Training College, Bangor.) j 

To a certain extent. It means drawing from memory, but there is or 
can still be a great amount of imagination. 

(74) Does the child represent himself in his drawing ?. (St. Mary’s 
Training College, Bangor.) 

Very often—consciously and unconsciously. 

(75) Is there a solution to the difficulty that the adult must judge child’s 
art by adult standards ? (Bangor University.) 4 

A difficult problem. But по modern teacher would judge the essay of 
an eight-year-old by an adult one or even fourteen-year old’s standard, Our 
concept is wrong. We must try to see through children’s eyes. : 

(76) How is it possible for a child to preserve his freshness if constantly 
surrounded by picture-books, cinemas, etc.? -(Bangor Normal College of 
Wales.) 

It is difficult, and therefore we do not always get the kind of-Child Art 
we should like to get. We would get it if the child was less spoilt by 
adult and over-intellectual civilisation. 

(77) How can a child’s drawing be perfect ? (Bangor Normal College of 
Wales.) 

It is perfect if it is adequate to his age, uninfluenced by adults, not a 
copy, and genuine. 

(78) If the child’s work is perfect, where does the teacher come іп? (Bangor 
Normal College of Wales.) 

Firstly, not every child’s work is perfect. So the teacher can and 
should encourage the child to produce perfectly. Secondly, even with 
perfect works of a child there is plenty of scope to guide that child his хау. 
The temptations are great. ; 

(79) Explain why it is not desirable for а child to tend towards naturalism. 
(Bangor Normal College of Wales.) Я 

It is a preconceived idea, and one highly treasured by some people, that < 
naturalism is the perfection of art. It is rather a decline. The child wants 


QUESTIONS ‘ 79 


` to be creative. With our civilisation he will be naturalistic anyway very 


/г> 


soon.. But the teacher or school has to fight against the child becoming an 
adult too quickly—a “ hopeless ” adult, as an Austrian once said. On the 
other-fand, it, would be wrong to keep the child artificially at an early 
Stage. Again, organic growth ! 

(80) Has Cizek come across children who prefer to copy rather than 


create? If so, what policy does he adopt? (Bangor Normal College of 


Wales.) 

He sometimes gets children whose copying tendency or instinct is 
greater thari their creative. He tries his best to strengthen the latter—not 
always successfully. Sometimes change of medium is a help. There are 
media where it is much more difficult to copy. Modelling, for instance, 
compared with, drawing. қ 

(81) Is object drawing allowed? If it is allowed, at what stage? (Bangor 
Normal College of Wales.) 

There was never an object in Cizek’s classes. But objects are allowed 
when ‘the creative faculty has vanished. 

(82) Should a teacher be dissatisfied when two children of the same age 
show different abilities ? (Bangor Normal College of Wales.) 

No.’ Is he dissatisfied if they show different abilities in history, mathe- 
matics, or games ? 

(83) Should a young child’s imagination be controlled and brought into 
contact with things around him? (Bangor Normal College of Wales.) 


No. 

(84) Should a camera be given to a child? (Anglesey.) 

Not too early. 

(85) Do the children only work under Cizeh’s supervision, оғ do they work 
at home? (Hull Education Society.) 

Both ; but home work is entirely voluntary. 

(86) Should English children be guided in their choice of colours ? (Hull 
Education Society.) 

No. They have, like other children, when not spoilt, an innate harmony 
of colours. 

(87) If children’s work is shown in school, will the other children copy it? 
(Hull Education Society.) 
> Tn Cizek’s school the walls are full of children’s pictures. Most children 
hardly notice them, so concentrated are they on their own work. Generally 
they will only be conscious that the room is gay, and that bright pictures 
are displayed on the walls. The danger that children copy those pictures 
or are much influenced by them is not great. There are, of course, copiers 
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among children (less than among adults), but a very strange subject and a 
different medium will help in many cases. As a rule, children are so ab- 
sorbed in their work that they hardly know what happens or is displayed 
around them. I once watched five- and six-year-old girls. painting ata 
double easel. The one hardly knew what the other did. They were so 
interested in their own pictures. . 


(88) What 18 the objection to teaching a child the little tricks of perspective ¥ 


to enable him to express himself better? (Dundee Teachers’ Meeting.) 

The young child has no use for right perspective. It does not help him. 
Imagine the introduction of “ right ” perspective or naturalism in ancient 
Egyptian drawings! When the naturalism of later Greece was introduced 
in Egyptian Art, it was ruined. We must wait. 

(89) Why should we not give the children the cumulative experience of what 
artists have discovered through the ages ? (Dundee Teachers’ Meeting.) 

First, can any human being learn from the experiences of his ancestors ? 
Must he not go through them himself? And is not the way the most 
important ? Should we “ spare” the flower the trouble of slow growth ? 
The child should not be given ready-made things or knowledge. He should 
acquire as far as possible everything himself. The collective heritage of 
mankind is within himself. We should not accelerate the process. 

(90) Should not Art enter into everything the child does 2 (Dundee 
Teachers’ Meeting.) 

It could. 

(91) How can we account for a girl who did only black-and-white drawings ? 
(Dundee Teachers’ Meeting.) 

Some children—like some adults—have such a sense for the black-and- 
white rhythm that they don’t need colours. Some adults feel black and 
white like music. (Farleigh’s wood engravings in Bernard Shaw’s “ The 
Adventures of the Black Girl in Her Search for God ” would be a modern 
example.) 

f (92) Is it not good to copy the great artists and so closely study their tech- 
mque? (St. Trinnean’s School, Edinburgh.) 

It is certainly not good for young children. 4 

(93) Should we not use pale shades? Nature has pale shades. (5 
Trinnean’s School, Edinburgh.) 

Art is not nature. Art is not a representation of nature. Children dO 
not copy nature, As strong, courageous creatures they have a birthright 
for bright colours. The brightest colours are just right. No norma 


healthy young child will choose pale colours. The adult usually supplies » 


them. 
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(94) Why do poor children often work better than wealthy children? (St. 
Trinnean’s School, Edinburgh.) 

They are often less spoilt, and less over-fed. They see less and less is 
dong tor them. 

(95) Sometimes young children are content, when working at easels, merely 
to splash paint on. Are easels right for young children? (Montessori 
Society, Edinburgh.) Р 
Б depends. For some children easels аге too big. They get frightened. 
They would be much happier if they could work on the floor. 

(96) Lf'children continue to splash paint as above, would Cizek give them 
somè suggestions for a picture? (Montessori Society, Edinburgh.) 

Certainly. He would not let it go on indefinitely. 

(97) Do the children criticise their own drawings? (Montessori Society, 
Edinburgh.) 

* То а certain extent, but more generally those of their friends. 

(98) When a young girl was asked, “ How do you draw?” She replied, 
“ I think and think and then I draw my think.” Are children often conscious 
of thinking in a creative way before they begin to draw? (St. Leonard’s School, 
St. Andrews.) 

Some are. 

(99) Are there any schools in other countries run on these lines? (St. 
Leonard’s School, St. Andrews.) 

Yes, especially in Great Britain and America. 

(тоо). Are the children taught perspective or do they find out about it for 
themselves ? (St. Leonard’s School, St. Andrews.) 

The word “ perspective ” is unknown-in Cizek’s school. The children 


themselves develop it gradually. А 4 
(tor) Do children of seven begin too late? (Ministers? Daughters’ 


College, Edinburgh.) ! 
They should begin earlier, as early as possible. Eighteen months 


would be right. But seven, anyway, is better than eight or ten or 


never, 
(тоэ) Do children work at home? (Ministers’ Daughters’ College, Edin- 
burgh.) A х. 

Мапу children do some drawings, paintings, and sometimes even 
*modellings at home, but quite voluntarily. They usually bring their 
private efforts to Cizek, who speaks about them, and, if it is genuine work, 
sometimes keeps it. ) А 

(тоҙ) Do the children regard their work as a recreation? (Ministers’ 
Daughters’ College, Edinburgh.) 
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Small children make no distinction between work and play. And work 
done with love amounts almost to recreation also for older children. 

(x04) Is there competition in Cizek’s class? (Ministers? Daughters’ 
College, Edinburgh.) г а К 

Hardly іп the usual sense. There аге no marks, no reports. е 

(105) Ave the Cizek children modest? (Ministers’ Daughters’ College, 
Edinburgh.) e 

The true artist and the genuine child artist are both modest. 

(x06) Do they get as much time as they want? (Ministers’ Daughters?’ 
College, Edinburgh.) 

Certainly. Nobody pushes them. 

(107) At what age ought a child to stop drawing houses with beds, etc., 
showing through the house? (New Education Fellowship, Kilmarnock.) 

It is normal with young children to draw “ transparent.” The ancient 
Egyptians did it. Most children will stop doing it about eight. 

(108) Larger size is not popular among children. How to overcome ? 
(New Education Fellowship, Kilmarnock.) 

Gradually. 

(109) Pastels and crayons as media? (New Education Fellowship, 
Kilmarnock.) 


Cizek does not very much encourage them. But they can be used if 
the children want. 

(110) Referring to the space between the narrow sky and ground, should 
we have the same type of picture after eight as under five years old. that is, 
should the child make the same mistake? If he does, we shail be criticized by 
the powers above. (Nursery and Infants’ Teachers’ Course, Matlock.) 

First, there is no mistake in a young child’s picture, unless it is influenced 
by adults. The narrow sky is a kind of ceiling. Young:children have no 
use for the horizon. Secondly, there is a great difference between the work 
of a normal child after eight and before five, but the narrow sky may occur 
with some children even after eight, and we should be grateful. Are there 
really “ powers above ” which have no use for real Child Art ? I thought 
they welcomed it. Exhibitions organised by the authorities seem to prove it- 

_ (x1) Will children of their own accord study pictures of adults for informa- 
tion? (Nursery and Infants’ Teachers’ Course, Matlock.) 

Young children seldom. 

(112) If it is true that appreciation of colour is natural, why do we get 


disharmonies later on 2 (Nursery and Infants’ Teachers’ Course, Matlock.) 
Because of misunderstood civilisation, 


decline, unless wrongly influenced by civilisation. 


Primitives do net show this. 
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(113) What shall we do with a child who can think of nothing to draw ? 
(Dundee Ттгіпіпе College.) 

Tel! him an exciting story. 

(314) Shall children be given the best of materials? (Dundee Training 
College.) 

‘Simple, not sophisticated material, which is often inexpensive. 

{115) Should wrong colours be corrected in a young child’s work? (Dundee 
Training College.) 

There are no “ wrong ” colours in a young child’s work. And a correc- 
tion of a young child’s work is rather a corruption or, as Cizek says, a 
forgéry. е 

(x16) Wall neurotic children’s geometric paitern, or formal drawing, change 
in time under Cizek? (London’ University Institute of Education.) \ 

The geometric pattern and formal drawing of the neurotic child is а 
desire for protection. Working in Cizek’s sense may gradually change the 
neurotic child. 

(17) If a child prefers design—pattern making—should we leave him 
with it? (London University Institute of Education.) . 

Children should not be encouraged to make only patterns. 

(218) Do children and grown-ups like the same picture? And what do 
children like best? (London University Institute of Education.) 

Sometimes they have the same predilection. As а гше, most children 
like a story in the picture. 

(то) Can children paint to-morrow what they draw to-day? (London 
University Institute of Education.) 

Why not, if there was no time to paint the picture to-day ? 

(т20) Does it not make а big difference where children live? (London 
University Institute of Education.) 

There is a difference between city and country children, and Cizek 
was always longing for peasant children. But we should not overrate 
the influence of environment with young children, as far as Child Art is 
concerned. 

(тот) Will the children ever ask Cizek to help them? (London University 
Institute of Education.) 

Seldom. They know he would not do it, at least not directly. 

(22) Should children be told not to leave a space between sea and sky ? 
(London University Institute of Education.) : 

~ It would be very wrong. This empty space between the child’s narrow 
sky and the sea is something quite different from leaving empty spaces, 
for instance, one half of the picture. 
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(123) Any general difference between boys’ and girls’ work? (London 
University Institute of Education.) 

Not with young children. қ 
(124) Are the children shown anything during an art lessom? (Course їп 
Essex.) р 

Nothing. К ы 

(125) What kind of children go to Cizek’s school, why do they go, and what | 
are they aiming at? (Course in Essex.) 

Regular schoolchildren of both sexes, some before school-entering аре, · 
and both rich and poor, but more poor children. They go because they 
like it. They hardly have an aim. 

(126) Ave the children ever colour-blind because they pain: green leaves 
red? (Course in Essex.) 4 

Five to eight per cent. of male adults have a distorted sense of colour, 
which is not always colour-blindness. Among women the percentage 15 
much smaller. But the percentage of girls who use “ wrong ” colours 15 
certainly not smaller than that of boys. The “ wrong” colours of primi- 
tives have nothing to do with colour-blindness. 

(127) Do they model, paint, weave, etc., at the same time in the same room ? 
(Course іп Essex.) i 

Yes, especially those over ten. And thus is underlined the workroom 
atmosphere. There is nothing resembling the musty and dull atmosphere 
of some schoolrooms. 

(128) Should a child’s memory bz stimulated by putting an obiect for а 
м our before children of twelve to fourteen? (Parallel Course 10 

ѕѕех. 

Cizek has never used the three-minutes method. Catterton-Smith 
at the Birmingham Art College a generation ago used the following method : 
The youngsters (boys over thirteen) were allowed, for instance, to draw а 
horse or cart in the street from nature. Then he asked them to make the 
same drawing with closed eyes. A number of drawings of both kinds аге 
still to be seen in the Birmingham Art College. Needless to add, the draw- 
ings made with eyes closed аге much more alive. 2 
Б ee What do you understand by a young child ? (Parallel Course in 

Essex. А 
4 Roughly, a child before puberty. In some cases the child with sufficient 
imaginative power. 

(130) Child Guidance Clinics find that delin 
and cannot do creative picture work. Why ? 

Protection behind a fence, fear. 


quents only draw patterns, 
(Parallel Course in Essex.) 
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(131) Is our task not harder than that of Cizek because we have to stimulate 
the powers of imagination in our children ? (Parallel Course in Essex.) 

Is the English child really less imaginative than the Continental child ? 

(132) If achild of four and а half years only draws а ring for a long period, 
should we leave him? (Parallel Course in Essex.) 

“ Rather encourage a change after a while. 

{133) Did the child put in the house only to fill the picture? (Parallel 
Course in Essex.) 

Probably. The same thing happened with the blue door in the Punch 
and Judy picture of Jill. 

(34) Do the children turni their papers round ? (referring to the fish- 
pond), (Parallel Course in Essex.) 

Usually. М 

(135) Му children of eight years do not draw houses upside-down. Why 2 
(Parallel Course in Essex.) 

Perhaps’ they are already influenced by adults. 

(136) My children of six years prefer to do original drawings. Is it 
then necessary to suggest a subject? (Parallel Course in Essex.) 

Generally not. But at certain times a common subject, naturally one 
in which they are really interested, may be suggested for educational pur- 
poses. Those children who absolutely wish -to do their own drawing 
should be allowed to do so. 

(137) Are stencils ever used ? (Parallel Course in Essex.) 

I do not ever remember their being used. 

(138) Should the children be encouraged to sketch drawings first ? (Parallel 
Course in Essex.) 

With big pictures it is often done. With lino cuttings it occurs, but Cizek 
prefers to encourage direct work on the lino. 

(139) Does the creative period with country children last longer than with 
town children? (Parallel Course in Essex.) 

Yes; and rural teachers in countries where there are still peasants 
point out that the break in creative art is very slight or scarcely per- 
ceptible. 

(140) What is to take the place of Child Art when at adolescence the creative 
power has gone? (Parallel Course in Essex.) 

* Creative nature study, crafts, as far as possible. 

(тат) Is the conviction that most children cannot draw after adolescence 
а great influence in child's work? (Parallel Course in Essex.) 

Children live in the present. They know very little about the break 
in their production. 
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(142) Why music, occasionally, during art lessons? Is there not a danger 
of outside influence and distraction? (Parallel Course in Essex.) 

Rather the opposite. Cizek believes that the rhythm of music helps 
the rhythm of work. е Е 

(243) Should children be put into groups according to ability or according 
іо age? (Course in Wiltshire.) . ; 

According to ability and mental age as far as possible. Modern schools 
do it. к 

(144) Is 4 usual to discuss how compositions are to be set out on paper 
before work begins ? (Course in Wiltshire.) hoo 

Often there is a discussion before the children start to do the common 
subject. If there is a room to be drawn, Cizek will not hesitate to ask : 
What do you think about it, where is the window, where is the door, the 
table, etc.? ; 


(145) Should ше go back to primitive art 2 (Course in Wiltshire.) 
We cannot. i 


(146) Could the principles of Child Art be applied to all subjecis? (Course 
in Wiltshire.) 

Yes, to a certain extent. 

(147) How are young children in Cizeh’s class taken? Do they have а 
talk first? (Barnsley Nursery School Association.) 

They are more or less taken as they come. Once a mother brought her 
seven-year-old girl to Cizek, saying, “ Тһе teacher told me to bring her to 
you. Ido not think she is апу good at drawing. But here she is? Cizek 
asked the mother politely to withdraw. Then he went with the chiid to 
the large classroom, and gave her paper and pencil, saying in a friendly 
tone: “ Now sit down, and draw just what you would really like to 
draw.” He left the girl, and after half an hour the most marvellous drawing 
was done. 

(148) If a child repeats the same picture several times, should another 
ӨЛ be suggested ? (Streatham Hill Training College.) i 

es. 


(149) When a child has little imagination, should a subject be suggested ? 
(Streatham Hill Training College.) 


Yes. 

(150) Ifa child of seven wants to start again, shoul, 2 ) do so? 
(Streatham Hill Training College.) сілі ier tila 

Why not ? 

(151) Should children be al 


lowed to colour outli 
etc.? (Rachel MacMillan Tr е” 


ow drawings in magazines,’ 
атте College.) 
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They should be discouraged from doing so, although some children 
like it very much. They should produce their own drawings. 

(152) When children begin to make lino cuts, etc., should they be helped 

“with the use of tools? (Rachel MacMillan Training College.) 

They should experiment and acquire their own technique. This process 
is.healthier than the mere being shown. 

(153) When should children be introduced to great pictures? (Rachel 
MacMillan Training College.) 

Not too soon. 

(154) Should children be encouraged to make their own illustrations to 
stories, etc.? “(Rachel MacMillan Training College.) 

‘Yes, 

(155) Lf а child gets so wrapped up in his medium and goes on working 
at it after it is xeally finished, should one stop him before he has spoilt his work ? 

Yes, tactfuliy. (Rachel MacMillan Training College.) 

(156) How can children illustrate a story of things they have never seen? 
(Rachel MacMillan Training College.) 

Because of their stupendous imagination. 

(157) Should one give children books illustrated by other children ? (Rachel 
MacMillan Training College.) 

Yes, and books illustrated by themselves. 5 

(158) Surely one cannot leave out design altogether, as it is a link between 
art and craft? (Rachel MacMillan Training College.) 

But one should not begin too soon. 

/=59) Does a child draw entirely from his imagination ? (Rachel Mac- 
Millan Training College.) 

The small child, yes. Later imagination gets weaker. 

(160) Should children be allowed to continue with morbid subjects ? (Rachel 
MacMillan Training College.) 

By all means, as long as they want them. 

(161) Why do we give the child a subject at all? Doesn't it limit the child ? 
(Rachel MacMillan Training College.) 

For the young child a subject may be a help, a suggestion ; for the older 
child the subject may have educational value. But the subjects must 
always be of interest to the child. Я 

. (162) Is it wrong to compare the children’s drawings with the children 2 
(Rachel MacMillan Training College.) 

It is right. 

(163) Doesn’t a child draw from his own experience and not from imagina- 
tion? (Rachel MacMillan Training College.) 
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From both. The younger child more from imagination, the older more 
from experience. The stages overlap. All growing is transitional. и 

(264) Do children have moods оғ are they always able to draw 2 (Rachel 
MacMillan Training College.) 

Like grown-ups they have moods, but perhaps less often. Still, they 
are influenced by outside factors (weather, events). Those factors may be 
something unknown to us. It may accur that a class which did marvellous 
work one day will be quite different the next. But often it is not the class, 
but that we have, unconsciously, altered the atmosphere. ie 

(165) Is the Cizek method a poor preparation for a world of facts, as a 15 
self-expression? (Rhyl.) f те 

It is а superstition that we must prepare the child as soon as possible 
for the adult world. Elizabeth Rotten oncé said :“ It is not the child who 
should be adapted to the environment, but the world to the child.” This 
is perhaps a little too idealistic, although essentially true, and not to bë 
realised in our civilisation. But we do not make the child better fitted 
for the world or stronger for it if we deprive him artificially of his childhood. 


(166) Does the child’s particular emotions affect his skill in execution 2. 


If the answer is Yes, is it cruel to be critical 2 (Rhyl.) 5-2. 
The child is emotional, fortunately. His emotions influence him. 
Negative criticism is cruel—for most children. 
(167) It seems teachers of Art are going to have easier work in school ? 
(Rhyl, | 
Rather the opposite. It would be а tragic misunderstanding „о, think 
that Cizek’s “ method ” is easier than the old one. % 
(168) We cannot all have Cizeks in our school. (Rhyl.) 
But every teacher could learn from Cizek. 


(169) Are arts and crafts the most important subjects taught in school ? 
(Shottin.) 


Cizek would say so. 


(170) Is not pictorial expression an escape from town ugliness and therefore 
of less value to the country child ? 


! The natural beauty of the country child’s 
surroundings seems to me to take away the urge to invent on paper а better 
world. (Trowbridge.) 

There is some truth in it, although we should not overrate the difference 
between country and town child. There are differences, but there 15 
always the eternal child. 

(171) Ave there not two different approaches to pictorial art—that represen ted 
by Egyptian bas-reliefs and the other represented by the cave-drawings and 
modern attempts to capture movement? In the first the primary emotion 15 
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the recording of ideas and may lead to colour designs and arrangements (ѕут- 
bolical, not attempting to represent nature). In the second, the primary 
emotion is capture of something seen and may lead to economy of line and 
curicature. (Trowbridge.) 

Both can be traced in children’s work. 

< (172) After adolescence should instruction in perspective and composition 
be given? (Trinity College, Carmarthen.) 

Yes, gradually. 

(173) How assess marks in drawing? (Trinity College, Carmarthen.) 

No marks. The kind of reports that some British schools have could 
be a guidance. 

(174) Does this philosophy only apply to children under adolescent age ? 
(Trinity College, Carmarthen.) ” 

I am glad te hear the word philosophy. Because behind the new con- 
céption of Child Art lies a whole philosophy. Yes, mainly; or could be 
applied—with certain limitations—after adolescence also, but this is even 
more ‘difficult. Puberty, as a rule, is the great caesura. 

(175) Is it possible to preserve naturalness and also avoid imitation ? 
(Trinity College, Carmarthen.) 

It 15. Dürer is an example. But it does not occur too often. 

(176) Are children influenced by magazines ? How are we going to stop 
it? (Trinity College, Carmarthen.)  — 

They are influenced, and the more imitative they are, the more they are 
influenced.. It is difficult, but to make children produce out of their own 
imagination will help to make them immune to a certain extent against 


vad pictures. 


(177) Suppose a child is so interested in his work that he wants to continue 
after the lesson. Should we let him? (Trinity College, Carmarthen.) 


Of course. i І | 
(178) Why will children produce different work with different teachers, 
even if all teachers are trained by the same master ? (St. Mary’s School, 


Hampstead.) . к“ 
Because of the personality of the teacher, which will influence, uncon- 


Sciously, most children. ; a 
(179) How far does Cizek interpret children’s paintings ? (St. Mary’s 


chool, Hampstead.) А 
He is careful not to read too much into them. 


(180) Do children not ask advice which they have no intention of taking ? 
(St. Mary’s School, Hampstead.) 
It sometimes happens. 
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(181) Should we accept pictures from children without asking for a comment 
on them? (Alexandra College, Dublin.) 

Very often. 

(182) Isn't there in certain schools, almost unconsciously, a certain definite 
style? (Alexandra College, Dublin.) ‘ 

Yes, the influence of a strong teacher personality. ‘ 

(183) Did Cizek ever attempt to let children paint in time to music? 
(Alexandra College, Dublin.) 

He did it rather often. He found that the rhythm of music helps them 
in their rhythm of work. There is a gramophone іп the class—the gift of 
an English lady—and he has records of really good music, and, not always, 
but often, there is music. Sometimes the children ask for it. There is а 
piano in the adjoining room, and any child who wishes is allowed to play 
there for а while. АП this has nothing to do with translating music into 
colours or lines. Another Austrian, Professor Rainer, has done that with 
his adolescents in a secondary school’in Vienna. But this is a different 
matter. And only highly musical and artistic teachers with long experience 
in both spheres should attempt it, and even then it is an experiment which 
could certainly not be made with every child. % 

(184) What about using the left hand? (Alexandra College, Dublin.) 

Of course, left-handers should be allowed and encouraged to use the left 
hand. The number of left-handers in schools increases, probably the result 
of the freedom to work with the left hand if wanted. The old school in 
many countries, out of sheer stupidity, regarded left-handedness „as almost 
a moral defect. “he 

(185) May a child have a ruler ? (Alexandra College, Dublin.) 

If he wants it, yes. Ruskin: “Famous draughtsmen, as far as my’ 
experiences go, can draw every line except a straight line.” 

(186) Does discussion of, say, “ ап elephant ” not give a visual image 2 
(Alexandra College, Dublin.) 

This is partly its purpose. 

\ (187) Does Cizek ever paint for the children ? (Nursery School Associa- 
tion Summer School, Bromley.) 

Never. 

(188) Are children much influenced in their work by pictures in the home, 


the cinema, theatre, еіс. ? (Nursery School Association Summer School, 
Bromley.) 


Unfortunately, yes. 


(189) Was Cizek’s work introduced into G ? - School 
Association Summer School, Bromley.) ermany 2 (Nursery 
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\ To a certain extent. 

(00) If а child draws an orange sky or purple trees, is it because he thinks 

a oe done in this way ? (Godolphin School, Salisbury.) 
ves. E 

(191) In a hundred years’ time, do you think young children will still draw 
Egyptian eyes? (Godolphin School, Salisbury.) 

T hope so. = 

(192) If.older girls draw purple trees, is there something wrong? (Godol- 
phin School, Salisbury.) 

Possibly. Іп rare cases it may be sincere. 

(193) Has every child talent? (Godolphin School, Salisbury.) 

Yes, in some medium. 

(194) If boys always draw war machines, what should one do? (Course 
at Newport, 1.0.W.) 

Certainly not stop them. ЕУ 

(195). Why are there no marks in Cizek’s classes? (Course at Chelms- 
ford.) ` 

— a good teacher can do without marks. y 

(196) Why do “ free” schools produce brilliant pupils and dunderheads ? 
(Course at Chelmsford.) ’ . 

They do not produce them ; they get them—like other schools. | 

(197) People have tended to take Child Art as a diversion. Has it been 
taken seriously enough? (Course at Chelmsford.) 

Many. people take Child Art very seriously, and especially in countries 
like-Great Britain and America, I suppose because of their innate love and 
iespect for children. But there are still people everywhere who do not 
take the child seriously. How can we then expect them to take Child Art 
seriously ? . 

(198) Do adults draw themselves unconsciously ? (Course at Chelmsford.) 

То a certain extent. It has been stated that great artists, in portraits, 
unconsciously portray themselves. Leonardo da Vinci’s “ Gioconda ” is 


also Leonardo’s portrait. А 
(199) Ave the clay models done їп one lesson? (Course at Chelmsford.) 


As a rule, yes. g 
(200) Does Cizek teach children after fourteen years? (Course at Chelms- 
ford.) 


No. ) 
-.(2о1) Do the children ever criticise their own work? (A child was found 


-crying over her own work, aged under ten.) (Mount School, York.) 
Rather an exception with young children. 
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(202) Would they be given green paint or should they be allowed to тик ? 
(W.E.A., Vaughan College, Leicester.) 

Younger children should be given the ready-made colours. 

(203) Why is intellect fatal to art? (Dartington Най) . а 

Because intellect in art is the sin. 

(204) If а child is asked to draw a dragon and has never been told what.a 
dragon is, should he be given any concrete information in reply to any questions 
raised by the child? (Dartington Hall.) 

Of course information should be given. 

(205) In developing Child Art exclusively as an expression of the child’s 
imagination, will a gulf be created between the world of imagination and the 
world of reality ? (Dartington Hall.) ч 

Хо. Тһе child goes through the world with open eyes, and the process 
of growing is a transitional process. 4 

(206) With reference to a slide of a drawing by a child coming from 2 
cultured home, was it not possible that the child had absorbed this culture 
unconsciously and that, therefore, it was expressed in the drawing ? (Бағаты- 
ton Hall.). 

Precisely. А 

(207) A child has an innate sense of rhythm which is often destroyed. 
What can be done to develop this rhythm and keep it? (Dartington Hall.) 

Let him be creative as long as possible. 

(208) A small child’s sense of rhythm is often spoilt by the method of educa- 
tion and only restored sometimes with a very great deal of trouble- Does the 
Cizek school prevent this destruction 2 (Dartington Hall.) з 

Very often. t 


a good one can be produced ? (Dartington Hall.) 


present system in England to build up good education, beginning with 
nursery schools, is the right one. First the foundation and then the 
superstructure. But in the meantime, much can be done and is done 
in the later stages. Life is a process of gradual change. There should 


be no break between young and old (the tragic misconception of all 
revolutionaries). 


(210) What about camer 
Not too early. 
(211) 


a clubs in schools ? (Dartington Hall.) 


How far is it possible for a teacher to control his own innate taste 
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and, therefore, not influence the taste or artistic development of the pupils ? 
(Daxtington Hall.) 

Itis possible, provided the teacher can remain in the background. 

(212) Should children be shown photographs of art through the ages as they 
correspond with their own artistic development ? (Dartington Hall.) 

For young children it would not be without danger. They should not 
produce consciously ог do it because “ the ancient Egyptians did it.” 

(213) Were the few children who ultimately became artists the only children 
who wished to become artists? (Dartington Hall.) 

Yes. * 

(214) Would Cizek encourage all the other children to go on with handwork 
—perhaps in the form of masonry, needlework, etc. ? (Dartington Hall.) 

Certainly. { 

(215) Didnt the children resent their course finishing at the age оў puberty ? 
(Dartington Hall.) 

Some. would have liked to go on. But they knew from the beginning 


~ihat they could only be at the school until they were fourteen. 


(216) Does civilisation as it is in Europe defeat Cizek in that no further 
development is possible after the age of puberty? (Dartington Hall.) 
Cizek blames our overwhelming civilisation. 
(217) At what age is the most exciting art produced ? (St. Mary’s School, 
Godalming.) и 
It depends upon personal preferences. Cizek thinks at three or four. 
(218) What should we give to а nine-year-old child who is already corrupt, 
‘if he only wants to copy? (Bedford Training College.) 
* Change of medium. In nine cases out of ten it will work. 
(219) What is the attitude towards neatness in drawing or painting ? 
(Middlesbrough Froebel Society.) к i 
Not neatness, but clarity is the quality of genuine infantile art. 
(220) Would Cizek be distressed if he told the children an exciting story 
and they did not respond ? (Middlesbrough Froebel Society.) ; 
No. Iwas thrilled with my Glasgow nursery children who did not draw 
my story. ) Е f. i 
i бал Je it an advantage to ask children to draw or paint immediately 
after hearing a story ? (Middlesbrough Froebel Society.) l 
It often is. They should start working when they are quite under the 


impression of the story. ы ) 
- ies How long ae it take an eleven-year-old child who had been wrongly 


«taught to recover her freedom 2 (Middlesbrough Froebel Society.) 
It depends. Some can never recover. 
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(223) Do children who develop individuality in art have better tastein color, 
clothes, houses, etc., whentheygrowup ? (PhilosophicalSociety, Scarborough.) 

Certainly. | 

(224) Why do some children do such small drawings? Should “ге give 
larger paper to encourage them to draw larger? (Philosophical Society, 
Scarborough.) tvs 

Some children are shy, or have not sufficient confidence. They should 
be gradually encouraged to use a larger size. 

(225) Ave the best examples only chosen for exhibiting ? (Philosophical 
Society, Scarborough.) Je 

In exhibitions mostly average work should be shown. А 

(226) Is there no use for copying from nature? (Leeds Training College.) 

Not as long as children can produce from imagination. 

(227) Is there such a thing as imagination 2 (Leeds Training College.) 

Yes, blind children prove it. Б 

(228) If children are given more guidance while young, will they retain 
their creative powers longer 2 (Leeds Training College.) a 

If right guidance is given. 

(229) Would a mother be as helpful as a teacher ? (Leeds Training College.) 

She could be. ` 


(230) Is the creative part of art interfered with by the examination system ? 
(Leeds Training College.) ) 
Often it is. But an understanding teacher can succeed to a certain 


extent even with the present examination system. = 
(231) If a young child is allowed to create in his own way, will he when older 


reach a stage of right proportions ? (Leeds Training College.) 
es 


(232) Must people be trained to appreciate beauty of art created by children 
unspoiled by instruction 2 (Leeds Training College.) f 

Many people need to be educated. 

(233) Should we have exhibitions of children’s work, and if so, should we 
include both good and poor? (Leeds Training College.) 

Both ; but we must be careful not to hurt the producers of poor'quality. 


(234) Is it best to tell the child what colours it should use ? (Leeds Training 
College.) 


We should Іеау 
better as a rule. 


(235) What if an animal is drawn with six legs, should we correct the 
drawing ? (Leeds Training College.) 


We should be happy about it. j 


e it as far as possible to the child. He will do it much 


a 


““ 


le 
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(236) If an individual child had a picture to draw, would the picture 
have`to be topical? (Leeds Training College.) 
Not necessarily. 
(232). Should the best drawings be shown to the rest of the class? 
(Leeds Training College.) 
-Rather ali drawings. 
(238) Will children pick up perspective naturally? (Leeds Training 
College.) 
What they need, certainly. 
(239) Dées it happen that a class may copy one child and a fashion be set ? 
(Leeds Training College.) е 
Yes, occasionally. There аге stronger and weaker children. The teacher 
must try to make the weaker onés do creative work and not to copy. 
(240) Do all children have human beings as their first and favourite subject ? 
 {Beeds Training College.) 
~~ Almost without exception, and probably because the human figure is 
+the-sxiost important. 
“ (241) Does a child lose interest in his drawing tmmediately he has finished 
it? (Leeds Training College.) 
Usually, and in common with great artists. 
(242) If a child hasn't а chance to work freely and then has an opportunity, 
does he have to work through a series of stages then, ov has he lost something 2 
(Leeds Training College.) 
Sometimes it may somehow be possible to repeat those earlier stages. 
(243) In doing cut-paper work, is it necessary to draw outline first ? 
(Leeds Training College.) 
No. 
(244) Can we do much for the child’s art if he is influenced by films ? 
(Leeds Training College.) 
Bad films may have a bad influence. Change of medium may be 


a help. 
(245) Should young children be taught what are discords and harmonies ? 
(Leeds Training College.) 

Certainly not. а Г 

(246) Do Education officials try to rush the idea of perspective too quickly ? 


(Great Ayton, Yorks.) 


Some do. Я қ " 
(247) Do the boys and girls have mixed classes in Cizek’s school? (Great 


Ayton, Yorks.) 
ез. 
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248) What can one do when bound by limits of time-table? (Southlapds 
College.) ) # , 

~ Try to change the time-table. Teachers are powerful in Great Britain. 
240) Can one estimate the advancement of art among the primitives бу 
comparison with Child Art? (Solihull School.) 

Yes. Е 
250) А child of six drew always їп. сотесі perspective. Would he 
have been taught deliberately or did he find it out himself? (Saffron Walden 
Training College.) 

In rare cases he may have found it out himself. 

251) Can nothing be done to prevent loss of genius at adolescence as long 
as education only deals with the intellect ? (Woodbrooke College, Birmingham.) 
Hardly. And the question arises if even change of intellectual education 
can counteract the influence of civilisation. 


to a child? (Woodbrooke College, Birmingham.) ) 


When the child begins to be incapable of drawing from imaginatios: p 
(253) How can one counteract the influence of бай art in home and generar 


surroundings? (Woodbrooke College, Birmingham.) 

By adult education. ; 

(254) Should one try to influence taste at all in children 2 (Woodbrooke 
College, Birmingham.) 

Not directly. 

(255) Can anything be done to purify the bad taste of adults? (\Vood- 
brooke College, Birmingham.) i 

Through education. By showing them better things. Іп Stoke-on- 
Trent Museum excellent and poor pottery are exhibited side by side. 

(256) Can the creative desire not come out in craft in later years? (Kings- 
mead College, Birmingham.) 

Yes, it can. ' 

(257) How can this method be used in helping aborigines, native peoples ? 
(Kingsmead College, Birmingham.) 

It is done in parts of West Africa. 


(258) Is not the child only partly creative? Is hal tion ? н Сеогве 
Cadbury Hall, Birmingham.) М САНЕ, 


Yes ; but with the young child most is creativeness. 


_ (259) Do not young children copy unconsciously the work scen around 
chem, rather than create ? (Aberystwyth University.) 


There i in i i wi i 
l e 1s a certain influence of environment, but most is innate in the 
young child. 


g 


. . . 14 2), 
252) At what age does one cease to be criminal in presenting a motes 
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(260) Why is it so important that the child should create? Is it to make the 
child парру 2 (Aberystwyth University.) 
= Only partly. The main reason is to have productive men and women. 

(261). Whyeare all the figures in children’s works facing left? (Aberyst- 
wyth University.) 

Consequence of right-hand drawing. 

(262) What is one to do with a child who puts six arms ? (Birmingham 
University.) . . 

Be grateful. The adult is not allowed to interfere. But Mary’s neigh- 
bour will perhaps point out to Mary, who did six arms: “ You stupid thing, 
man has only four arms.” (Тһе questioner did not see the point.) 

(263) When the children discuss a subject, does Cizek try to find a common 
subject? (Belfast.) 

Mostly. 

<° (264) Do many children start things they do not finish? (Sheffield 
~~ Central J.isvary.) 
"МӘ very often. 
> (265) Does Cizek impose his personality on the children? (Шота.) 

A serious objection... He does his best not to, but there is a strong in- 
fluence,’ especially on the less strong ones. But I do not think that this 
influence is necessarily bad. А 

(266) Does a child get subdued colours if he wants them ? (Cambridge.) 

А young child will hardly ask for subdued colours. aw 

(267) Does Cizek talk to the whole class or only to the individual child ? 
(Brighton.) 

“Both, А h Қ қ 

(268) Do Сіге в pupils want to paint models? (Bristol University.) 

Hardly ever (or seldom). А А 

(269) Why are the girls generally less humorous in their work than the 
boys ? (Badminton School.) ) к 

Perhaps because they are more gentle in general. | 

(270) Does the method of teaching children to write when young spoil 
their creativeness 2 (Ripon Training 080) 

It may if they are taught writing too early. Be ts 

(аут) What sboti studens who have been brought up on imitative work 
and have to teach creative art? (Ripon 2. College.) 

Study of primitive art and Child Art may help. a es А 

) ала Gen an adult understand a drawing from a child's point of view? 
(Warley Woods Adult Institute, Smethwick.) 
He should try. 


С.А.-7 
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(273) If а child brings a drawing for our approval, shall we praise it - 
even if we do not like it? (Warley Woods Adult Institute, Smethwick.) 

Certainly not. But there is something good in every child’s work, and 
that should be praised. а me f 

(274) Should children have opportunity every day? (I know a little 
boy who does much for a fortnight, then there comes a lull.) (Nursery Schaol > 
Association Summer School, Cambridge.) , І o 

It is different with different children. For some daily to do Child Art 
may prove too much. i i 

(275) Should the third dimension be suggested to them ? (Nursery School 
Association Summer School, Cambridge.) % 

Never. 

(276) Should a child be trained in observation? (Rochdale.) 

Not too early as far as art goes. 

(277) How do we make use of accident in Child Art? (Bradford Educés, 
tion Society.) я ti 

We should not overrate the occurrence of “ accidents.” 7 tomers 

(278) Is the short time the children spend at Cizek’s school enough to 
counteract the bad influence from outside? (Keighley Girls Grammar School.) 

Not always. ‘ 

(279) Why do young children paint the left leg and right arm blue and 


vice versa? (Kintore Way Nursery School, Rede Hall, Burstow, near 
Horley, Surrey.) 


“ Because of the child’s sense of symmetry. i ‘ 
(280) One child may demand most of the attention of the teacher to thé 


detriment of the rest of the class. Is this right? (Kintore Way Nursery 
School, Rede Hall, Burstow, near Horley, Surrey.) 

It would not be detrimental to the rest of the class if the teacher uses 
even such an occasion for the benefit of the whole class. 

(281) Is getting rid of inhibitions the chief aim of Child Art? (Kintore 
Way Nursery School, Rede Hall, Burstow, near Horley, Surrey.) 

It is one of the aims. For some people it may be the chief aim. 
_ (282) Does the child get vid of fears by putting them into pictures 2 Does 
2 not perpetuate them? (Kintore Way Nursery School, Rede Hall, Burstow: 
near Horley, Surrey.) 


“ Speaking out” is always better than keeping something to yourself. 


(283) Why do children like bright colours ? (Hinckley Grammat 
School.) к 


Because they are strong and bold. 4 
(284) Would it be correct to sit at table where children aré modelling and 


EE 
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create something yourself? (Honor Oak Nursery School, Birch Grove 
House, Haywards Heath, Sussex.) 
» It would be dangerous, especially for less creative children. 

(285). Why: is paper tearing better than paper cutting? (Honor Oak 
Nursery School, Birch Grove House, Haywards Heath, Sussex.) 
--2 Not because scissors are dangerous (children are much more intelligent 
than we think they аге), but because of the priceless value of direct contact 
between fingers and material. 

(286) Should one make a child change from left- to right-hand drawing ? 
(Honor Oak Nursery School, Birch Grove House, Haywards Heath, Sussex.) 

It would be dangerous, and might have bad consequences, for instance 
on the child’s language. i ý 

(287) How treat a person who says, “ Oh, but that’s not art!” ? (Percival 
Guildhouse, Rugby.) 

Try to open his eyes. 

(288) 4120 teach a child who does not want to draw or paint? (Percival 


_ Guiidhouse, Rugby.) 


Encourage him to work in another medium. ‘ 

(289) Does “ walking around” a classroom disturb certain children ? 
(Merthyr Tydfil.) 

It depends on the kind of walking. 

(290) If we have a group of forty children, should we arrange that one 
group does painting while the other does modelling ? (Merthyr Tydfil.) 

In many cases an excellent way. 

(291) What of chalk on blackboard? (Merthyr Tydfil.) 

For many children white chalk is ideal. But some will prefer coloured 
chalk. 

(292) Has not the child a great pride in his possessions ? (Merthyr 
Tydfil.) ae 

Yes ; but if he knows from the beginning that the work belongs to the 
school, һе will not mind. If he wants to possess a picture, he may do it 
at home. 

(293).Children draw aeroplanes, bombs, etc., not because they want to get 
vid of something, but because they are interested in them. (Merthyr Tydfil.) 

Quite so. But by drawing and painting bombed houses or ships, they 
gradually get rid of them. So we ought not to prevent them doing war 
pictures. 

- (204) How does Cizek correct work? (Merthyr Tydfil.) 
By tactful conversation. 
(295) Is there any use for a blackboard in an art room? (Kendal.) 
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Certainly. For the children to draw on it, or for displaying their work 
after a “ lesson.” үз к 
(296) If a child does а morbid drawing, may the rest of the class see it > 
(Kendal.) й “+ 
Why not ? | 
(297) If a child is drawing a house and its perspective is all wrong, worda” 
you interfere? (Appleby.) е У 


There is nothing “ wrong ” іп a young child’s work. ; 

(298) Talking about “ love, security, and significance,” are you not showing 
that love by helping the child? (Appleby.) 

Helping, yes, but indirectly. 

` (299) Early impressions are lasting ; why should we allow wrong impres- 

sions to be left uncorrected? (Appleby.) 

The impressions are not wrong, but are according to age. We should 
not accelerate the process of growing. = 

(300) To educate is to change children’s conceptions, and if this isso, ought y 
we not to correct their wrong conception of form and colour ? (Appleby.)* ` es 

“ То educate ” comes from the Latin and means “ to lead, to guide, to 
bring up, to train, to bring out, to develop,” and.»nt “ to change.”’ То 
cultivate a flower is not to put in another root in the place of the one you 
find. 

(301) What would you do with a class of children that had been spoilt ? 
(Diocesan Training College, Fishponds, Bristol.) 

Try to guide them back; if not successful—change of medium. i 

(302) When would you know a child needs white or dark paper? (Board 
of Education Course, Bristol.) 

From the child himself. There should be papers of different colour in 
the room. 

(303) How would you grade intelligence from drawings ? (S. Katherine’s 
Training College, Keswick.) i 

Florence Goodenough has written a book about it, “ Measurement of 


Intelligence by Drawing.” But Child Art, primarily, is not an оррог- 
tunity for tests, | 


(304) Does the child 
Tredegar.) 
Children are 
“eternal child ” 
(305) When a 
(College of the V 
Not with cer 


depict the period in which he lives? (Course in 


a product of their time to a certain degree. In spite of te 
of all ages, the period may be traced in children’s works; 


child is born an artist can it be seen in the work of the ch #4 ? 
enerable Bede, Durham.) 


tainty. Puberty is the crisis, 


СНАРТЕК ХІ 
je ak OBJECTIONS 


EARLY іп 1938 the “ Listener” reproduced Children’s Drawings and 
Paintings and a month-long controversy in Letters to the Editor followed. 
The supporters of Child Art tried to convince those who saw only clumsiness 
and mistakes in the pictures. I do not think that many of those who lacked 
appreciatidn of Child Art changed their minds. ` 

Ih the autumn of 1938 the “Schoolmaster,” the weekly journal of 
the National Union of Teachers, published an article by Charles Т. Smith, 
“ The New Approach in Art Teaching : To Be or Not to Ве?” which culmi- 
nated in the following statement : \ 

“ If the theory and practice of the ‘new’ art teaching can be derived 
from а fësdamental principle of education which is accepted as being 
sound, the teaching is justified ; otherwise, it stands condemned. Now, I 
am not going to deny that the aim of education and the function of schooling 
can be defined in many different ways, mostly acceptable because supple- 
mentary to each other. ` But I do deny that any two definitions can both be 
sound, however plausibly stated, if in effect they are mutually destructive. 
For instance, a teacher might subscribe to the handing-on-the-torch idea of 
education—that it should seek to train a child to adjust himself to the 
present state of civilisation and fit him for contributing to its further 
“advancement—the purpose of schooling then being to ensure that he has 
the right equipment, that is, sufficient skill, knowledge, and clearness of 
vision to be able to act without repeating the errors and crudities which 
man committed when less mature, less competent, and less enlightened. 
This view of education; not without bearing on the matter in hand, regards 
the child as having possibilities—nothing more—which have to be dis- 
covered and trained; that though these possibilities may be distinctive 
to him, they will not be original or have any real value until they have 
been developed along the line of growth to which they belong and 
until they pass beyond the stage to which the technique and knowledge 
of to-day have already taken them. The child is therefore always in 
a state of tutelage, and his efforts are to be taken seriously only for 
purposes of correction and further instruction. He has no illumined state 
of mind lit by an inner light of an effective candle-power, only a 
childish state of mind gaining in incandescence from the illumination 


around.” ? 
IOI 


102 CHILD ART 


There followed a number of replies, some defending Mr. Smith’s views, 
some opposing them. I should like to repeat the essential points in these 
letters, because they seem to me to be typical of what was and still is im 
the minds of many teachers. я Жа; 

Frank Hoyland maintained “ that there is something to be said for 
allowing the child to interpret the world of his experience in his own way, 
unhampered by the sophistication of the айшы . . . The quality of a 
child’s perception is very different’ from that of an adult, To force him, 
therefore, as the old object-drawing lesson did, to accept an adult perception 
of objects, which he is incapable of reconciling with his own, is uńsound and 
simply teaches him to draw by rule-of-thumb. With the older child’ it is 
different. His perception approximates more to that of the adult. . . . The 
actual age at which the child is ready for this formal instruction varies, of 
course, with the individual. An intelligent child may be ready at ten, the 

. . Ч » a 
majority between twelve and thirteen. . . . 

“The following letter from a London Headmaster gives a vadely held 
view,” commented the “ Schoolmaster.” In his letter, “ Enquirer ” stated: 


“ ‘The children love it’ is hardly satisfying. Of course they до =~ 


What normally active child would not welcome the opportunity to revel 
with brush and colours, large spaces of paper to cover and ‘go as you 
please’? As an infant’s ‘ occupation’ it has much to recommend it, but is 
the child to remain artistically an infant for the remaining years of its 
school life? And here, in the minds of many, lies the gravest objection to 
the * new approach to art.’ There appears, to the unbiased eye, no progress 
from the work of tots of three or four to that of girls of fifteen or sixtee 
or even instructors in art schools. . . .” i 

Then came a contribution from George E. Mackley, defending the new 
approach : 

“Тһе value of art is not to be measured by the degree to which its 
makers ‘ foreshorten ’ or use ‘ perspective ’ or refrain from violating ‘ every 
canon of art.’ . . . Nor is the history of art to be regarded . . . as a steady 
Progression from the work of the ignorant, primitive man through the 
Renaissance and on to a culminating point in, perhaps, the realism of a 
nineteenth-century academician. Art is not like science. It is not cumu- 
ink ды; т st a possible for an ancient work by an uncivilised artist 
a а та y significant as a later work in which the artist’s sensory 

: xperience is dressed up in perspective and foreshortening 


and which is bristling wi i ; 
8 with canons of ағы... art isthe 
story of the violating of canons, ae ea 


teacher I can assure Mr. Smith that the achievements of the modern chil 


. . . As one who is a painter as well as ағ 


Qa 


in these fields have meant the overcoming of difficulties far greater than 
those met with by children of, say, thirty years ago. . . . Yet the modern 
work, because öt its spontaneity and looseness of handling, appears to a 
layman’s eye easy to do. Nothing could be further from the truth. Nor 
is it easy to teach. Very skilful teaching is required, but it differs from 
the teaching of previous years in that it serves the needs of the children as 
those needs arise, . . . children must live as children before they can 
“function as adults. To cope with this task a teacher must have an under- 
standing of children and constant experience of the nature of artistic 
expression as well as a knowledge of technique. He must, moreover, have 
sufficient knowledge of art as a whole to be able to differentiate between 
the spurious and the genuine, for even in children’s art all is not gold that 
glitters. . . . In the junior school it has, I am convinced, been a magnificent 
success, but in the senior work there is something lacking. . . . I believe 
that there is normally, after the age of about twelve, an increasing interest 
“things, а more critical and analytical interest. . . . It 
is also accompanied by a desire to do things in the ‘ proper ’ way, that is, 
as adults would do them. In short, there is, as the Board of Education 
vests, a gradual adoption of adult standards. . . . The ‘ new 


Handbook sugg : isti 
art’ appears not to recognise this tendency, but to foster artistic Peter 


Pans who will not grow up. The half-grown-up stage may not be a graceful 
one artistically or physically, but it must not be ignored and cannot be 
avoided. Its needs must be served and its problems met.” 
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F. W. Burrows, A.R.C.A., formerly Н.М. Inspector of Art, in the next 
letter, made two important statements : 


“ Can it be agreed that the main aim of teaching art to children should | 


be individual artistic expression ? If so, surely the new methogs һауе 
come nearer to the achievement of that end than did any of the earlier 
methods. . . . Where the teacher has no sensitivity to art and is blindly 
following a recipe for teaching art in accordance with the new methods, 
then the failure is probably more obvious than under the old formalised 
Systems 2.7 


“А Further Contribution to the Controversy ” came from. ў. Morrison 
Townley : i 4 и 

“ I agree it is unwise to stem the flow of the creative stream, but surely 
we can help to clear away the weeds. We can discuss the child’s work 
with him, and venture to make suggestions. By observation of objects 
and children around him, their relationships to their backgrounds, I have 
tried to lead children to notice their own faults in accuracy «05, drawing, 
placing, proportion, perspective (but don’t use the term), and have seen 

_ their faces light up with pleasure on finding how to improve their work. 15 
this uneducational ? . . .” 

Gladys Corbyn, A.T.D., wrote this to the “ Schoolmaster ” : 

“ When * new art ’ is carried to an extreme there is a tendency to allow 
the child continually to draw on his own resources, Now, a child’s experi- 
ence is, except in a few unusual cases, very slight. Is it in any way helping 
in his education to allow him to work always from within the limits of that 
experience, never teaching him to see and discover new facts for himself ? 
If that were good, there would be no mental growth. In the infant school, 
where a child’s ability to express himself by the spoken or written word is 
practically nil, art should be perfectly free. For in picture making the child 
finds a means of expression that is easy to him. . . . In the junior school а 
little more control over his work should be exercised. By control I do not 
mean the correction of technical faults. I mean just making the child 
stick to the point. For example, if he is making a picture of Robin Hood 
and his Outlaws, he should not put in his sister’s kitten! . . . As ‘ com- 
positions,’ unhampered by grammar, on the lessons he has learnt, picture 
making is invaluable. There is no harm in teaching drawing——by degrees 
~ ina senior school. Slowly. Carefully. For at that age children become 


a and their art will do them most good if they can achieve satisfactory 
с 


In his final comments Charles Т. Smith summed up: 
I will say quite definitely that I believe the New Approach advocates 
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actually have а case, but not the case they seem to think they have. Cizek 
proved it in his practice when he trained his young pupils to do masterly 
work in-a masterly way ; unfortunately the case was lost in the theorising 
“of his followers, and when teachers were encouraged to believe that, without 
Пі епи, skill, and labour, they could do work which his practice would 
fortify.” 3 ‘ т 1 
The danger does exist that, Cizek simply is copied. How far the mis- 
understanding can go I have experienced in an Austrian village school, 
where, when I entered, the children traced paper cutting from Cizek’s class 
with tracing paper. When I asked the teacher what his children were 
doing, he replied : “ I work according to Cizek’s methods.” And he meant 
it. It was a very exceptional case, but if it could happen in Cizek’s own 
country. 2. і TEY 
In America Cizek’s ideas were enthusiastically welcomed. The number 
of Americans who came to Vienna between 1920 and 1930 only in order to 
see Cizek; апа his children ran into thousands. A serious problem was 
raised by an American, А. Philip McMahon, in Parnassus,” the College 
Art Association’s publication : Құсу , У 
“ Like most movements that have met ап initially hostile reception and 
then enjoyed 4 world-wide popularity, this one is a logical development 
in more ways than one. If the romantic notion is true that art is primarily 
significant as a release and embodiment of emotional pressure in the artist, 
and if the more spontaneous, primitive, and unsophisticated, the better the 
art, then of course very young human beings should be the greatest of artists 
“because they fulfil the romantic views as to the psychological basis of art 
and its most desirable characteristics. If art is important as psychothera- 
peutics and not as a significant symbol of the best that cultural maturity 
can produce, the production of genuine art stops some time before adoles- - 
cence, and persists only in rare cases when the artist s psychological pattern 
has been permanently retarded, that 15, when it 15 on infantile. 
Again, if the psychotherapeutic function of art is successful, the disease 
that causes art having been cured by homæopathic T in ne early 
stages, art will in normal individuals cease almost completely when the 
Psychic strains of infancy have been balanced in the ДЕ sae а 
the other hand, if few important artists have been evelope : after a start 
of this sort, the romantic, popular theory of art automatically brings about 


15 own extinction. . . - ү . so ё 
izek this American statement, he said this: “I began 
When Lhe teach children. For this reason I founded 


as : id not want to 
thes жаста w where I tried to create a sort of refuge for the 
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children. My activity in the 
the children as an artist, and 
Juvenile Art Class ? 
intended to discover the roots of art. 


was in decay and imitative, I gave to the ordinary school a 7. 
too, art education of the people. І said іп the ‘nineties that one under 


stands art only as far as one has worked it put. I wanted that children z 
the schools should work out what they need for a better understanding 0 
art. My aim was also the formin 


g of new customers of good taste. Қ. 
is a practical aim. What -is said about romanticism’ in the article is no 
clear. Everything connected with the natural growing of child work is 
quite clear, 

“T wanted to create a 
ancient Greece. We 
_ ised and too intellect 


Juvenile Art Class consists in working with 
not as a teacher. What is the aim of the 


* This kind of soil they had а 
use our people became industria а 
omantic about my aims. 


iltshire in the 5 


с асһег which seems to me so significant 
for the honest attitude of the British teacher who is sympathetic to the 
“ new approach ” but has his seri \ 

th: 


ous doubts, that I wii quote it: at full 


I feel that I am in exactly the sam 
shapen, and wh PÀ А _ figure drawing is grotesque ‘and mi 


Sappointed with their results. They 


that gui i 
w oes whic y ove refractory legs look like legs, е? 
Ы. a ( I think а іп пу Own case, if such SO ат 
my wife (after Remb ] OY, І Should at least be able to dra 

the gulf betwee oom should the 


idge 
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“ Then am I correct in thinking that you suggested that a child should 
acquire technique in various media mainly by the process of unaided trial | 
dnd error? If that be so, how many of our pupils will make much progress 
befor e they leave school at fourteen years ? As one who likes to think that 

Teksa craftsman, though of limited skill in one direction, I believe that the 
little I сап do was acquired : (а) by watching a highly skilled craftsman at . 
work when I was very young ;, (0) by patient instruction later on at the 
hands of a master in the craft. But for these, I wonder whether my interest 
would have been awakened, my fingers ever gained any facility, my nerves 
acquired аму ‘ instinctive ” response to the media in which I work. Ат`І 
wronk in thinking that the art and craft department of a school should 
provide such conditions for our pupils, or are we to shut them off from the 
accumulated knowledge and transmitted skill of the past, start them at 
zero, and leave them to get only as far as personal experiment will carry. 


them ? > 

“ In ycur lecture you said that you were averse to children “ growing 
up.’ `I am almost entirely in sympathy with this attitude and І would 
prolong school days by several years if I could. , But the horrible fact is 
that our yeuthful charges go out into a very drab world of mill and factory 
at the àge of fourteen, and after leaving us there is often little or nothing 
in their lives to prolong and develop their interest and skill in things of the 
spirit, i.e. their artistic education ceases. Because of that, is it not our 
privilege and duty judiciously to foster and stimulate those processes 
of development, which under better conditions would proceed more 
slowly ? 


“May I now return to the pictures which you showed of children’s work 


in clay and plaster., As you said, they were really lovely examples of 
medieval art as regards conception and workmanship. P t we Tei 
Satisfied with productions of that nature in the year 1939? Presumably 
work of that character was the best that could be produced in, say, 1400, 
maybe because (а) the standard of anatomical knowledge and observation 
was then low, (b) technique in these media lagged in sympathy with (a), 
but later centuries have seen great advances in these directions with such 
resultant as the statue at Whitehall which you mentioned. My point is 
this—should we not assist our children to reach a standard compatible with 
that of the present age ? With you, we all accept bs recapitulatory theory 
that the child passes through the same stages of е opment as the human 
Tace, and we endeavour to make the best use 0: t hose natural phases of 
evolution in the individual pupil, but is it in his interest that he should 
linger in its early stages? Is he best able to enjoy life, express his inner 
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self and appreciate what later centuries have produced of the good and 
beautiful, if personally he is five hundred years behind in his own develop- 
ments ? : 


“All this leads me to ask why you suggested, (а) almost е. tota" 


exclusion of beautiful pictures from the child’s environment and=whe 
substitution in their place of pictures drawn by children ; (b) the drastic 
reduction in the number of beautifully illustrated books which the child 
should possess? The reason which I think you gave was the risk the 
child ran of being over-influenced by them. Should not our watchword be 
the words of the Apostle, ‘ Whatsoever things are pure, good, ‘lovely, and 
true—think on these things,’ i.e. surround him with them? Subcon- 
sciously will they not become part of his thought, life, and mould his 
standards of taste, if he is allowed to grow up in their silent but eloquent. 
presence, always granted their selection be judicious and their character 
appropriate ? ae 

“One of your slides, as you pointed out, showed very definitely the 
influence of Burne-Jones upon the youthful artist, and you told of the 
steps taken to eradicate that influence in order to throw the child back ori 
her own resources of idiom and subject. This is a minor point, but I found 
it very provocative, so I would ask, was it sound psychologically ? ' Youth 
and childhood, of course, are the time of hero worship and hero imitation. 
Such imitation applied to art would seem to (а) give inspiration, (0) stimu- 
late exact observation, (c) direct the mind and taste into worthy channels, 
(d) lead the hero worshipper into the adoption for the time being of g 
certain idiom and technique. Are not these four things mainly to the good ? 


to imitate standard authors such as Addison, Johnson, or Stevenson, the 
object of such exercises being that the child’s methods of thought and 
expression shall take on Something of the excellence of such universally 
approved stylists. Is not a similar process desirable in the case of art 
also? Further, as in youth one’s object of imitation soon changes as one’s 
mind grows and one’s literary taste changes and as the cumulative result 
of these early ‘loves’ becomes a personal individual style embodying 
certain features of each—so in art, should not one’s ultimate style and 
technique Incorporate the influences of a number of great masters ? 


Yours sincerely,” 


I shall try to repeat what I then replied in my course: The “ accomplished 


35 
young art teacher,” of course, should not refrain from giving guidance» 


but he should not give it too soon 5 his help should be an indirect help аѕ 
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long as possible. Yes, а young child should acquire technique mainly by 
himself. He will learn as much of a medium and technique as he will 
teed. 
4 -sœ much must be pressed into the curriculum of what the children 
~shGtid have later, because the children leave school at fourteen, there is 
only one answer : the school-leaving age should be raised, and crafts would 
ріауға very important part after fourteen. 

I am поё so sure that our head master acquired his skill as a craftsman 
“ by watching highly skilled craftsmen at work when he was very young,” 
rather than’ by using his fingers in early childhood. “ Patient instruction ” 
has ifs place, but, it must be said again: Not too early! The.old school 
was too early in many ways—perhaps out of a fear that children would 
remain too long in their state’ of “ imperfectness ” and be handicapped 
later. We all agree now that it is not sensible to give a young child 
“ modern,” sophisticated toys. We cannot begin with the “ accumulated 
knowledge and transmitted skill of the past.” 

I do not think that I said or wished to say that I was averse to children 
growing up. Perhaps I had asked : Is the world of the adults so happy, 
is the life-af adults,so harmonious and perfect that we should do all in our 
power to rush children through their early stages, and make them adults 
as soon as possible ? There are nations where children are no longer children, 
and it is a sad thing. Of course, I am not against “ growing up.” That 
would be wrong romanticism and sentimentality. I am for slow growing, 
natural, “ organic growth,” to use Goethe’s word. School (and family) 
should not be a hot-house. What I have seen in British schools seems to 
prove that one realises here, as a whole, the value of a long childhood and 
youth, 


If the fourteen-year-old ‘ 
factory ” I can only say tha 


‘ goes out into a very drab world of mill and 
t there are jobs which simply have not to be 
done by young people who have just left school with its sheltered life. We 
must realise that it is a terrible waste—if not something worse—to force 
fourteen- and fifteen-year-old boys to stay at conveyor belts in peace-time, 
and young girls in little underground cells with artificial light and no 
ventilation in order to check mechanically the bills which rush in from the 
sales department. Again and again it is misconceived industrial revolution. 
We and our Youth became slaves of machines instead of their masters. 

The head master himself answers the question, “ Is it not our privilege 
-and duty judiciously to foster and stimulate those processes of develop- 
ment ? ” by the concluding sentence, which under better conditions would 


proceed more slowly.” 
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The normal young child always will be “a little savage.” Our mis- 
directed civilisation takes care that this state does not last too long. In 
this we do not need to assist our children; we should do all in our power 


to slow down the rapid absorption of misunderstood mechanical’. _ 


civilisation. see 

Beautiful pictures, of course, but not too early! They may in many 
cases not lead to imitation by young children, but will simply make no | 
impression upon them. An experience in Vienna illustrates this, in no 
connection at all with Cizek. A group of boys from eleven to twelve 
was shown round the big Art Museum (as rich as the National Gallery or 
the Louvre) by a very artistic teacher, who pointed out to the boys the. 
beauty of Titian, Rembrandt, Brueghel, etc. After two hours of inspection 
he assembled the boys at the door of the Museum-and asked them to tell 
him frankly what they liked best. He expected to hear that one special 
Giorgione or Vandyke had aroused their special admiration, but a bright 
boy shouted: “ It was jolly fine how the corridors were waxed so that we 
could slide on them.” : 

The parallel between “ the acquisition of a good prose style ” by imita- 
ing standard authors and the imitation of great masters in the reaim of art 
is interesting, but is there any reason for imitation before ‘adolescence or, 
ae as long as there is sufficient imaginative and creative power in the 
child ? 

The last part of the letter seems to indicate that the writer is concerned# 
with making artists out of young people. It cannot be said often enough 
that the ordinary school—some may even include the art college—has 
nothing to do with the production of artists. It has nothing to do with that 
one out of a thousand who is a born artist. He will go his way. All 
school, society, or state can do, is not to make his life too miserable. School 
has to deal with the 999 out of 1,000 who will not become artists but who 
should become productive men and women whatever their profession will be. 
And they should work imaginatively as long as possible, should express , 
themselves and in a medium suitable for them. They should use their 
hands, which are just as much a gift of God as their brains. There must 
have been something wrong with the old “ art teaching ” if so few adults _ 
are capable of producing in any medium whatever, and when, as so often, 
their taste is so bad. They had the innate foundation, but school did not 
through the layers with which 
from the time of the industrial 
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_ teacher who passed through a school and training college, where, as a гше, 


creativeness was far from being encouraged, or even allowed, to go the new 
way. Не should not do it against his conviction. But if a teacher (or 
parent) helieves that there is something immortal in Cizek’s ideas and worth 
wile following, then he should not be afraid to try, and according to his 
personality. The children will help him. And they will thank him. 

For decades Cizek has been furiously fought, now some carry his ideas 
to excess. They are so afraid of influencing children that they tend to 
think tactful guidance is crippling children’s souls. This fear is, of course, 
far less dangerous than the other extreme of frustrating children and crushing 
or endangering their creativeness. Л 

After a lecture some teachers made the following objections : 

г. Why the emphasis on filling space ? If what the child does is “ per- 
fect,” then why not let him leave empty space if he wants to ? 

2. You бау the child may be “ too lazy ” to finish the picture : in that 
case your task is to find out why he is lazy. 

3. First you say “ Leave the child alone,” then you say “ Tell him to 
fill up space.” 

Here are some answers and comments by Margaret E. Isherwood. 

“Leave thé-child alone in essentials; don’t try to teach him how to 
draw, but encourage him to use his materials, inner and outer, to best advan- 
tage. Some teachers in their anxiety not to impose themselves, fall over 


backwards into negative passivity. 
“The word ‘perfect’ seems to be somewhat misleading. People 


“бей the idea that you mean that everything the child does is so right, so 


‘ perfect ’ that there is no room for development in any aspect of his work. 
17 е What is in fact the point about Child Art ? Not, as the conventional 
teacher has thought hitherto—that the child should learn how to draw 
things and draw them correctly—but that he may grow in understanding 
of himself and the world around by ‘making the inner outer’ (Froebel). 
“Тп my school we were given marks for drawing, the marks depending 
on how accurately and neatly we had made a copy of the tree or the deck- 
chair or the cylinder. The dominant emotion connected with drawing 
was therefore fear of the teacher’s rebuke for carelessness or inaccuracy. 
The dominant emotion in true child art should be joy in revelation. ‘ How 
wonderful the world is.’ ‘I see and I can make.’ Therefore only a 
teacher who is himself experiencing this sense of wonder and delight can 
possibly be a teacher of art. A dull clod as art teacher (or indeed as any 
teacher) is a contradiction in terms. All the ‘ training’ in the world will 


nevér make anything of such a one.” 


CHAPTER XII 
CIZEK—‘‘LESSONS’”? es 


aa 


In this chapter I have attempted, as far as possible verbatim, to render some 
of what Cizek said to his classes during a number of “ lessons.” -Also 
some of the sayings of the children during the lessoris from November 
1935 to June 1937. What is impossible to render is the gentle voice of 
Cizek, his kind face, bending over little heads ; and indeed all that charm 
of his whole attitude towards “his” children. Neither is it possible to 
reproduce the whole symphony of noises that filled the Juvenile Art Classes 
—that cheerful atmosphere of laughter ahd intense work, of chattering 
and concentrated production. It gives only a faint notion of all the life 
in that enchanted place. : 
Cizek never spoke down to the children, but although they often did 
not understand the words which he used, they certainly felt what he 
meant. » 
In the class between the ages of ten and fourteen, һе said very little. 
There he treated and spoke to each pupil individually. In the class under 
ten he spoke both individually and to the class as a whole. What I have 
given in this chapter relates only to those children under ten years of age. 
There is, however, one exception—which is indicated—when his words 
to the ten- to fourteen-year-old ones are related (16th January, 1937). 


30th November, 1935 


Cizek: What nice things would you like to do to-day ? Think about it 
and tell me! Child: I shall make a queen. Child: I shall make a gun 
with soldiers. Child: I don’t know. Child: I shall make a doll’s pram. 
l shall make a “ Krampus.”1 Child: And I a Santa Claus. Child: Ia 
Christ Child. Cizek: Christmas comes later. Child: I should like to 
make a window where Santa Claus has put something. Cizek: We 
shall take a block with the long side at the bottom. Or would you prefer 
it the other way round ? Children: No! Cizek- Who wants to have 


nd “ Krampus ” is supposed to thrash the naughty ones. Men 
: ta Claus.is called in Austria) used to visit families , 
ops, especially the sweet shops, are full of white Santa Clauses 
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it in this way ? (Shows a block with. the long side at the bottom. All the 
children want 1 this way.) Cizek: We shall draw a line down the centre. 
This is a wall. At one side of the wall Santa Claus will stand, and on the 
other side—who will stand еге? The “ Krampus.” At the side of the 
paper near the window? we have Santa Claus, and at the side near the door 
we have the “ Krampus.”’ How does Santa Claus look? Child: He wears 
а mitre. Child: And а long coat. Cizek: Yes, а long coat. But you 
should begin with the head. How does his head look? Child: It’s like 
a man’s head. Cizek: What kind of head has he? Child: A very funny 
head. Cizek: He has a long beard and beautiful white hair. Child: 
No, I don’t believe it. Cizek: What has he on his head? Child : A mitre. 
Cizek : Do you know what a mitre looks like ? But you can draw it better 
than describe it. Who сап describe the mitre? Child: І. Child: I. Child: 
I. Child: Like a bishop. Child: There is an arch and it closes down and 
at the top is a cross, and that is all. Czzek: Ishan’t bother you to describe 
it—draw it. Begin with the head, then the mitre, then the rest. Start ! 
But don’t make the head too small ! 

Cizek (later): You all must begin with the mitre near the top of the paper 
—as Trude did. Not in the middle! Otherwise it would be a wee Santa 
Claus. Cizek (to one child) : You have done the head and mitre, but don’t 
forget his eyes and eyebrows. Cizek (to another child): You have given 

1 Undoubtedly some of the very young children would not know left and right. 
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Santa Claus a black beard like the Emperor of Abyssinia,! but Santa Claus 
has a white beard. Cizek (later): Who has finished the head ? (Nearly 
all children put up their hands.) One child has made the beard with two 
lines, but that is not enough. It should be outlined to show the full size. ` 7 
Who has done the еуев? (Nearly all.) Cizek: You say you have finiga; ~ | 
but if I look closely, nothing is there. (Pointing to one drawing) That’s 
good. But the beautiful white hair is missing. And I said: Make-now 
only head and mitre. You shouldn’t be in sucha hurry.—What is the beard 
made of? Child: Of hair. Cizek: You should draw each hair separately. 
Now listen. I have looked at all the drawings. Most of thera are good. 
And now we shall go on. What comes after the head? Child: The neck. 
Child : І shall do the neck. Cizek: What comes below the neck ? Child : 
The body and the arms. Cizek: We shall make these now.—What a 
joins the body ?- Child: The legs. Cizek: The hands. First the arms, 
then the hands. And the hands have six fingers. Child: Five! Child: | 
Seven! Child: Each hand has five fingers. Cizek: АП right, five fingers. 
If someone makes one more—it doesn’t matter, As Santa Claus gives so 
much away, perhaps he needs more fingers.—What do the arms do? Child Ны 
Hang down. Cizek: You must think about it. If he carries something, 
he must have the hands in such a way that he can hola things. What 
does his hand hold? Child: The sack. Child: In my drawing he does 
not hold the staff. Child: Mine is different. (Several children go to Cizek 
saying: I have finished.) Cizek: A crowd of children come and say they 
have finished. But actually they have done nothing.—Now, if Santa 
Claus goes to the children he puts on his best clothes. He has a.long | 
golden coat, fastened with a clasp. There are golden decorations on this | 
clasp. Child: Nice patterns! Cizek: Yes, decorations. Therefore he 
looks very fine. The coat is lined inside with red and the shirt underneath 
15 snow-white. You see only а little of his shoes under the coat. On his 
shoes he has golden buckles. We shall paint them with real gold. .Now 
do the rich decorations on his coat. (Toa child who shows him his drawing) 
You must cover all your paper nicely. (To another child) You must make 
к. аа thicker. „And sign with your names. In the right-hand 
thoes Tor р ће а side is near the door.—Don’t make a few quick 
іш oie уы carefully. Some do it carelessly. Child : Do 
бан paint ene ro 5 You could do it a bit more carefully. You 
ance! cota = a ou can only paint what is between two lines. 

e Anes. (To another child) This is too muddled. | 


1 Н was the time of the Abyssini 3 | 
Emperor of Abyssinia. yssinian War and all the children were frightfully interested in the 
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‘Not careful enough. You must always be careful. (To another child) 
That’s nice. It can be painted.—Who has done the feet ? (Nearly all.) 
Have you done the shoes with buckles ? · You must do them, because we 
shall paint them with gold. (То a child) You have made a swollen and 
crippled foot. (To another child) That is very nicely done, but I have said 
you can only paint between two lines. Child: I can’t make double lines 
now. Cizek: Oh yes, you can do it. Listen! Those who have finished 
their drawing may begin painting. You get the red colour now. Child: 
I have finished. Child: I too. All shout: I too. Cizek: What are you 
going to paint red? Child: The lining оѓ: ће coat. Cizek: Paint 
red what should be red. (Іп the meantime an assistant is distributing paints 
and brushes.) Cizek (later): Now you get the paint for skin and hands. 
What are you going to do now? Child: Face and hands. Cizek: Those 
who have finished their work will show it here (on the board). We haven’t 
time to-day to talk about all the pictures because it is already four o’clock. 
Іп all your tasks you should take notice of what I say. I give you tasks 
to teach you to think. When I say, for instance, Make the hair, a child 
should not be satisfied with making decorations. When I say, Mow do the 
eyes, you should not make blots, but eyes with lids, pupils, and all the parts 
of е vyes. 1 try to guide you slowly so that your work grows slowly, 
but also clearly and well, not muddled. That would give me no pleasure, 
The next time we shall finish one side with gold and silver and begin the 
other side. And when I tell you then to make the hands, you must think : 
How do hands look ? And now we shall go home. 


ath December, 1935 

(On the wall hang nine Santa Clauses and nine “ Krampuses ” done by 
former pupils.) Cizek: These are done by former pupils and they should 
help you to do as well. Now Г shall cover the “ Krampuses” so that you 
can’t see them. You should make quite different “ Krampuses.” But 
first we shall finish with Santa Claus. What else have you to do with Santa 
Claus? Child: Decorations. Cizek: Now you get more colours: gold, 
silver, orange, and yellow. Much yellow. (To the assistant) A beautiful 
yellow! (То a Child) Show me what you have done. Yes, you can make 
nice decorations. Іп gold, silver, and so оп. And you get a nice paint 
now. What can you do with it? I must ask you what you want. Not 
you ask me what I want. I want nothing. You must want something. 
Do the parts you want yellow. Quick! We must make the “ Krampus ” 
to-day Now begin to paint. Santa Claus is tired of waiting. Child: 
But Santa Claus is not alive. Child: Oh yes! Cizek: The first Santa 
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Claus was a bishop who was buried 1,500 years ago. He was Bishop of 
Lybia. (Blue paints and brushes* are distributed.) Cizek: Try to make 
your pictures more beautiful than those of the former pupils which you saw: 
You should make more beautiful things because you are younger. .. The 
young ones can always paint better than the old ones. (Later) You never’ 
bring me drawings from home. Marion has brought me one. (To a child) 
You should not make the head so small. Now we shall see what Trude has 
done. She is sitting to-day at the back of the class. (To Trude) You have 
not used enough red. Otherwise it is nice. Brushes must always be cleaned. 
And you should not use them for different colours. (To a child) You take 
too little of each colour. You must take a lot of each colour or it won’t 
benice. (To another child) You do it very welland very fully. (To another 
child) This isn’t bad at all. (To another child) You do the white beard 
on the white shirt, which makes no contrast. You must make what is 
below dark. (To the class) You are dull. Those before you were much 
brighter. You are really slow. Child: I have finished Santa Claus. 
Cizek : Тат anxious to see it. Now you can make the child who is praying. 
Come and look. (He leads him to a statue) This is a Santa Claus also, and 
here is the ‘child who prays. Do make a boy like it., (Cizek covers the 
“ Krampus ” sculptures later.) Who has finished ? (Nearly all put up 
their hands.) Cizek: It is high time. Child: I have finished. Cizek: 
Have you done the boy ? Child: I hadn’t enough room for the feet. And 
the face did not come out very well. Cizek: Now we shall use blue 
and red. (То a child) Would you like to paint with gold? Not covering 
other colours, but between colours ! Sus 
Cizek : We shall begin the “ Krampus ” on the other side of the paper. 
We shall draw it first. We shall draw the “ Krampus ” in such a way that 
every part is done separately. First the head, and only the head, then only 
the neck, then only the body, and then joined to it the legs and arms one at 
atime. Child: And then comes the tail ! Cizek: Yes, and in the head 
put the eyes, and the snout—because the devil has a snout—and then the 
ears. And the ears are pointed like a hedgehog’s. And at the head he 
has horns, We shall draw everything separately. Child: And the tail 
21. НА Ў - mo a put the legs on separately. The legs are 
ordinary М But aioe Жы = Bl 3 и р ens ІНЕ ақыр 
both legs. And then comes A ння анс T аа 
body is covered with bristles lik о a 15 very important : the whole 
€abrush. Child: Апа then comes the tail 


2 The smaller children get new brushes for each colour. 


themselves. The older ones clean their brushes 
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behind. Cizek: Really ?—Now who сап tell us something ? Child: Ме! 
Cizek © Allright, tellus so that all can hear. Child: Yes, he has a long tail. 
Cizek : “Right! I quite forgot the tail. The devil has an enormous tail. 
Апа ће has it, so that he can beat children who аге very bad. And that 
hurts. Now begin. First the head, and then the separate parts of the 
body. And not everything at one go. You can do that when you are 
twenty. The whole is made up of many parts. Not one line. I wonder 
who will do:this. You should start at the top. Not in the middle of the 
paper. And Trude will do her best now. (То a child) Now 46 the arms! 
(To anothér child) But these are very thin legs—you should make thick 
legs. ` (Later) Listen. What else has the “ Krampus ” besides his tongue 
and horns? Child: A birch. Child: His tongue hangs out. Cizek: His 
eyes are gleaming. How do they gleam? Child :. Yellow. Child: Green. 
Child: Red. Cizek: And what stands beside him? Child: Santa 
Claus. Cizek: There is something beside him on the ground. Child: 
The hamper. Cizek: And what is in it ? Child: Sweets. Child: Choco- 
late. ` Cizek : The bad children are in it. (To Trude) You must try your 
best. Santa Claus is badly done. And you should not do the “ rampus ” 
with a skirt but with long thick legs. (Тһе light is switched on.) Child : 
That’s nice now that we have light on. Child : The Santa Claus is not nice. 
He has legs the wrong way round. Cizek: How would you like to paint 
the “ Krampus ”? Most children: Black. Some: Red. Cizek: Do 
you ‘prefer a black or a red one ? (The children first are equally divided, 
but gradually more and more choose red.) Cizek: Those who prefer red 
“ҮШ сес red and the others black. Now, who wants black ? (A few children 
put up their hands.) At the question: What would you like ?, some 
children answer: Black and red. Cizek: First, all children will get red, 
and who wants: black will get it after the red. (Кеа is distributed to all 
children.) After a pause. Child: I have finished the “ Krampus.” 
Cizek ; You must give him eyes and then hair. (To another child) Get оп; 
it’s all right.—The next time we shall see who has finished first. Child : 
Perhaps I shall be the very first. I think I shall. (Cizek rings the bell.) 
Cizek : Now we shall stop painting because the other class is waiting outside. 
They are in a great hurry and want to rush in. 


2151 December, 1935 

Discussion of the work. Cizek: This pupil has not done it all in a piece, 
but as it should be, each part separately, the head, the hands, the body, 
everything separately. All parts must be joined together. That is nice. 
Only an adult painter can do it in one piece Children can’t do it yet. 
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Because to-day’s the last lesson before Christmas we are going to make - 


something very nice, and something to do with Christmas. Once we made 
houses here with Christmas trees inside. The children from Meidling + did 
them, and did them very beautifully. They made three, four, -and~even 
five little houses. In these little houses Santa Claus came with a Christmas 
tree. He put it there and some children looked through the key-hole, 
others stood in front of the Christmas tree.full of admiration, and wé can 
look in one little house. There the Christ Child decorates the tree with angels. 
It was very beautiful. We will make such things to-day. A small house, 
for instance, with a simple roof, and inside one sees the table. with the tree. 
You can make three, four, or five little houses like that. In each house 
something different is to be seen. Now be quick! First we shall draw. 
Then we shall outline the whole drawing, and then we shall paint. Some- 
body sends us Christmas cards from far away, but you are going to make 
your own cards. I am looking forward very much to seeing the first little 
house. (Cizek walks round and the children show him how muéh they have 
done.) Cizek (to a child): You can’t draw windows and the doors, but you 
should onl% draw the four walls, the floor and the ceiling. And then comes 
the roof. Child: Shall I draw the house from inside 2.. Cizek: Yes: 
Now the floor, and put the table on the floor. Child: I thought I should 
make the window. Cizek: One must see what is inside the house. I 
see a girl who does not make a Christmas tree but a “ zigzag ” tree. We 
don’t have “ zigzag ” trees. I told you before that everything has to be 


put together out of different parts—the Christmas tree too. The trunk, 


the branches, the twigs, and on the twigs the needles. Everybody should 
do this, and not a “ zigzag ” tree. Only the thoughtless make a “ zigzag’ 
tree, the others know that there is a trunk, and on it are branches, and on 
them twigs, and on the twigs needles. This is a real Christmas tree. 

Here is a child who, instead of a Christmas tree, has made a broom. 


(Laughs.) It must be a poor child who makes a Christmas tree out’of a 
broom. How does the Christma: 


about it! There grows a trunk, then come br. 


ce anches, then twigs, then needles. 
You must Imagine how а tree grows. 


The branches of one tree grow high, 
You must imagine that. Drawing 
cannot draw. Не can only copy- 
will say this is not a real tree. I say 
of wood to hang candles on, It is а 
615 something quite real which grow-: 


stmas thing too? Cizek: You сап, 
2 Suburb of Vienna. 


Child: Can we make a wooden Chri 
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but we want to make a Christmas tree. One must think. When we аге 
older we may make wooden things. This wooden thing here was made by 
a ninetéen-year-old student. (To another child) You make everything too 
carelessly, not accurately. You did the head well, but not the body. You 
must draw carefully. (To another child) That’s nice. (To another child) 
You. must put the table in the middle. (To another child) It’s good. 
(To:another child) Your tree probably reaches the ceiling. Child: No, 
it reaches the other side of the house. Cizek: Why haven’t any of you 
made a pointed roof ? . Pointed roofs аге so beautiful. Look here! Неге 
is a pointed roof and it is very beautiful. If you could look inside you would 
see a'lot of people sitting round. They are waiting for the Christ Child. Ог 
for Santa Claus. And no one is sitting here, because they do not expect a 
Christmas tree until next Tuesday. But these people are like us, they 
are already celebrating Christmas to-day. That means, Santa Claus comes 
earlier to us. He is so busy in Vienna. (To a child) Make Santa Claus 
a nice coat bulging with apples, nuts, and sweets. Child: There is по 
Santa Claus, only the Christ Child. Cizek: The angels are flying from house 
to house. First the Christ Child is flying with the Christmas tres, and after 


-Him the angels are flying. They carry little parcels in their hands. They 


follow the Christ Child. (To another child) Now you do it very nicely. 
Quite accurately, not carelessly. (To another child) Both trees are very 
beautiful. Each one is different. That’s good. 

(After a quarter of an hour he comes back from his studio.) (To a child) 
That’s the most beautiful tree. (To another child) Now make another little 


house! (To another child) What is this? Child: The wind. And there 


a cloud is jumping over the house. Someone has done this in school. 
Cizek: What is this in the air? Child: Birds. Cizek: These are not 
birds. You should not draw as they do in school You should draw 
as we draw here. Here we draw quite differently from how they draw 
in schools. You should say: “ After all, I do not copy what the teacher 
has done on the board, but what | have thought out myself.” This is 
not so simple. You must think: What does a bird look like? Head, beak, 
eyes, feathers make a bird. That’sa bird. Your bird does not fly because 
the wings are inside the body. You must draw it as it sings in the branches 
of the trees. Birds always look at the sun when they sing.. They always 
hold their heads high. The schools are quite good, but you only learn what 
you need there. 

(To a child) That’s not a tree, that’s a broom. Child: This is a tree. 
Cizek : Where does this tree grow? Child: On the table. Cizek: Now, 


1 Cizek means the ordinary schools to which all the children over six go, 
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how does a tree grow—think about it. Child: The tree grows out ofthe | 


soil. Cizek: Now, there is the trunk. And on the trunk are branches, 
many branches, and on the branches are twigs, and on the twigs аге-пее ев, 
which pierce. That is the way you should do it, But you haven't made a 
tree. (To all children) You shouldn’t draw as you draw in school, and as 
they want it there. These are two different things. But now finish your 
work, 


. 


Christmas Celebrations 


We have eternal laws in our hearts. And you should follow these eternal 
laws. This is your supreme task. (The parents are present.) And now 
Ishould like to turn to the parents and relatives of the children. The eternal, 
divine laws are innate in children. Woe to parents who do not recognise 
these laws but who despise them. We are living in a time of decay. Weare 
not to be blamed that we are born in this time, but our duty is the greater 
to care for the future and to explore the eternal laws of nature and to follow 
them. In front of this Christmas tree we will keep this in mind, and 
follow the eternal, innate laws of all mankind. We depart to-day with the 
promise that we shall always respect these eternal laws and that we shall 
always endeavour to keep them alive. The future of our people depends 
upon this. The Austrian people is an artistic people. The Austrians have 
created great things in the realms of music, science, and fine arts. The 
Austrian barock is famous. The barock is a Dinaric, not a Nordic accom- 
plishment. Неге in Austria immortal things have had their birth. And 
this eternal Austria is the Austria which mankind reveres and loves. 
I get samples from all over the world which show how far the confusion 
in the realm of art is spreading. Now, fifty years after the exploration of 
Child Art began, I see that the success of the whole movement is negligible. 
The spirit I evoked haunts me still. It seems to me it must be so, because 
the ы of mankind is so great that they no longer recognise any laws 
in art. 

The parents especially have the worst influence on children. I regret 


Ну к it aa but it is common knowledge. Every parent believes he knows 
est, an 


2 Snowmen, skate, etc. 
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God-given artistic development. I beg you to help us to allow the children 
to follow their right way. Like angels, guard them through the greatest 
dangers‘! In this I see the co-operation of parents. I regard everything 
which disturbs this development as hostile. Please renounce your opposi- 
tion and help us. These words are intended as a Christmas present, to 
guide us towards the right way to art. А 


rth January, 1936 

(The children have brought drawings which they have done in the holi- 
days.) Cisek: I am glad you brought me so many nice things. And I 
am glad you had so many lovely Christmas presents. We shall show our 
јоу on paper. As spring is in the air already, you probably think that we 
shall paint Spring. But it is too early. There will be real winter yet. 
Child : The Easter hare has not come yet. Cizek: It is deeply buried in 
the earth and fast asleep. It is very warm and cosy there. And he 
won’t come out before March. We shall still have real nice winter, and we 
shall paint it as we like to have it. All the lovely games and sports which 
come with snow three feet deep. You can slide, throw snowballs, ski, make 
Now we are going to draw winter pleasures. You 
hold the paper in this way. (Shows them the long side at the bottom.) 
Make a slope that you can ride down on а sledge, or ski down. Those who 
can walk on snowshoes can make a straight line. (Shows it with a finger.) 
Tobogganing can be done down hill. Child: We also can make snowmen. 
Cizek : When I was a small boy we made a snowman rolling down the hill 


from the top. So he got bigger and bigger. And we made а huge head and 


put it on him. But we had to find a hat for him. We found an old shabby 
hat and put it on. Child: Where were his eyes and mouth? Cizek: 
I won’t tell you. You must find out yourself in the picture. Don’t tell 
me, but put it in the drawing. Everything you know put in the drawing. 
Now, begin! Child: May I make a snowman? Cizek: Yes. But I 
suggest that you make the figures very big. No midget men! Everyone 
should invent for himself and not look at what the neighbours have done. 
If anyone copies from his neighbour, it is a shame, because it means that he 
has no ideas. Everybody should invent something he can do himself 
and оп а large scale. What is large? Child: From the top to the bottom. 
Cizek: Yes, that is large. (To a child) What is inside here? Child: 
This is a dung-hill from where the snowman gets his high hat. Child 
(to Cizek) : Herr Professor, Pepy copies from me! Cizek : Nobody should 
сору. (То a child) There is so much room, and the figures are so small ! 


1 The preceding days were extraordinarily warm. 
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So much space remains empty. Rub your figures out and make bigger 
ones! (To another child) Fill the space! Make big figures. (To all 
children) The space must be filled. Paper is made to be used. And the 
line at the top tells you to draw until you reach it. All figures must touch 
the top line. You will see, when we have finished, how well the figures look 
that reach the top line. Who has finished? (Nobody answers) Now we 
are going to make the figures, and those who have finished may begin paint- 
ing. (First dark blue is distributed, later red. Some get yellow, others 
green. Before the end:) Let us show the pictures on the board. (The 
pictures are put on the blackboard. The children sit down, ori the tables 
in front of the board.) As a matter of fact, not all the drawings are finished. 
Much remains to be done. But if we look at the pictures now, you will see 
many things and that will help you next time. If we look at the pictures 
quickly we see that some give the impression of snow and others don’t. 
For instance, this one. On this picture there is scarcely any white. Has one 
the impression of snow? Child: I shall make the snow. Cizek: Now 
you see there is по snow. Perhaps it is moonlight. Неге two masked people 
come home from the ball. (То a child) Here there is more snow. Snow- 
flakes begin to fall. Child : These are snowballs. Cizek: Aha! snowballs. 
And the snowballs stay hanging in the air. Child: Just at the moment 
when they are there. Cizek: They usually go here and there. One 
should see that they are really thrown, but in your drawing they are still. 
--Неге is much snow. One gets cold. One freezes. I hope the children 
get warm clothes so that they won’t freeze. Here in the air a blue snowball 
is flying. It came too near the sky and so it was painted blue. That too 
gives the impression of snow, but should be done better so that one sees 
how the snow is thrown about.—This here does not look well because one 
half is blue and the other white. It looks like a flag. You can’t see clearly 
what’s going on in the blue, and in the white two specks are flying. I said: 
big figures! Therefore away with these midgets.—This drawing was started 
quite well, but it is not carried out properly. You can’t see what they 
are doing. If it is carried out well, you will probably see that they are 
skating.—Here something is flying about. That is the storm whith raged 
amongst the angels. (The children laugh.) And here the blue sky is pour- 
ing down. І asked the child what it was, and she replied: Fircones are 
hanging down from the sky. The child probably meant icicles. Child‘ 
k: But it looks as if the blue colour begins to run down. The 

ne was frozen and now it thaws. Who did this? Child: Evely? 
е aia will do it so clearly that one sees at once what it is. 
ow 15 this? Is it good? Child: No. Cizek: Why 


47 
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not? Child: It needs finishing. Cizek: Quiteso! Now let us be patient 
and wait !—Something good seems to be coming out here. The man has got 
а nice gteen striped ski-ing costume.—Here everything is higgledy-piggledy. 
The mam:on the top is pushing his tummy out. Child: He is sledging 
down on his tummy. Cizek: He is sledging down, but he does not move.— 
his man is probably slipping. It is very alive, but it can be even more 
beautiful, when it is finished.—I don’t know what this means. The thing 
is nicely drawn, and it is almost a pity it is painted. Yes, the child drew 
very nicely, but the colour is rather clumsy. The colour does not follow 
the neat liie.—This is done by С. and very nicely. But she cannot yet 
follow the line with her brush. That’s too bad.—Here everything is 
higgledy-piggledy. It thunders and lightens. A streak of lightning kills 
a ski-er. He will soon be dead.—What is this here ? Child: The moon. 
Cizek : Many things are happening here. This is one of the pictures where 
everything happens. There is nothing missing, except a waterfall. Child : 
That will come too. Cizek: So? But here the drawing is not sufficiently 
good to carry the colour. This is a story-telling picture. It starts with an 
idea. The real artist has few ideas and much shaping power ; the writer has 
more ideas and less shaping power.—This here is story-telling in pictures. 
You must be satisfied next time with fewer subjects and with more working. 
The artist must not deal with too many things, but use a few as well as 
possible. Not dozens of ideas impossible to execute. It is impossible to 
do so many things at one time.—There is not enough here.—Here there is 
more, It shows a nice distribution of dark and light. The snowflakes, 
too,’ are nicely spread. If it was carried out as well as it was planned, it 


would be very good. 


18th January, 1936 

Cizek (holds a block ар): Look here! We are going to draw to-day 
with a pen. We shall do something easy. When you are used to drawing 
with the pen, we shall do something more difficult. Make a square first 
with your pencil. Do you know what a square is ? A square is something 
not round. Child: It has four corners. Cizek: Now you are going to 
draw some of those squares with your pencil. Only with your pencil, not 
You can draw five or six squares, very small ones, medium ones, 
And between them there will be room for more squares. 
But don’t make them too small, or slanting, but straight ones. Afterwards 
vhen I tell you, we shall outline them. The squares should not touch each 
other, but one should be beside the other. (Later) Show me! (То a child) 
You have far toomany. Make fewer. (To another child) You too have too 


with ink. 
and big ones. 
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many. (To another child) You should draw a small square. Five squares 
аге enough. Those who can’t count up to five may make fewer squares. 

Now we will begin. Inside the smallest squares you will draw’ a room. 
What is in such a room? Child: A bed, a chest, a window. Cizek: 
What else? Child: A rug, awash-stand. Cizek: Now put the furniture 
inside that room. Draw with your pen what there is inside. Еог instance’ 
a table with chairs, or a table with a chair and chest. But only draw a 
few things. And do them nicely and straight off with the pen. Make it 
as nice as a doll’s room. Those who haven’t a doll’s room may make it 
like a real room. Child: I have put а little man in my, rcom. Cizek 
(to all children) : Each room you draw should be outlined. Child: ï have 
put a sweet little man inside. Cizek - You should only outline the square 
where there is furniture, (Later) You should not shade with your pen, but 
only draw the outline, Don’t make the outline thick with ink, but only 
draw а line. Or else the room will be a black hole. (Later) Now you will 
have black Indian ink, which is much more beautiful than blue ink. Who 
has finished his room ? (Most children put up their hands.) Now we shall 
make the second room. In the middle of this room there is a table, and on 
` each side of it there is a chair. А boy sits on one chair, a girl on the other. 

There is a dish on the table and there is soup in the dish. The boy and girl 
eat soup from the dishes in front of them. Оп the wall above the table 
there is a beautifully painted picture in a golden frame. We are going to 
do that now. 

(Cizek walks around and says to a child:) Finish it carefully. (To 
another child) Think what you should put here. (То another child) Haven t 
you left too much room here ? What are you going to do with it? Think 
about it. If I had a room as big as that, I would make the figures twice as 
big. Then the room would be nicely filled. In the next square we will 
put something we know about ourselves. For instance, Santa Claus and 

Krampus.” In another Square we can make the Christmas tree. (To а 
child) The playing-room is quite nice too. But you must make these four 
comers and lines. Child: What shall I put into the next square ? Cizek : 
ee 14: That’s a princess. Cizek: Listen! For the rest of 

5 you must invent something yourselves, for instance nice furniture. 

what you like. Child: I shall make a Red Indian. 
n’t make Red Indians or dwarfs, because a Red Indian 
$ e best in cellars. Child: I shall make an 

jane! oe a > In a modern room a Red iain fogs not look 2% 
Child: Т еа ааш make Red Indians. Child: The next time ? 
y Santa-Claus. Cizek: You could put Mother 
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Day into another square. Mother with a little child. Ог mother surrounded 
by many children. Ог many children rushing in through a long corridor. 
Now be ‘quick. Who has finished? (Most children put up their hands.) 
Those who are,ready, соте to me. _ ; І 


24th January, 1936 

‘Which. of you has seen a horse ? (Most of them.) Who hasn’t seen a 
horse? (Four very small childten put up their hands.) Cizek (to one of 
them): You haven’t seen a horse. (Only a few now raise their hands.) 
Who can describe a horse? Child: It has a long tail, then four legs, then 
a head. Children: It has ears. Cizek: Who else can describe a horse ? 
An English child: It is black. I have never seen a horse in England. 
Cizek : Who else can describe ‘a horse? Child: What does that mean, 
describe a horse? Cizek: It means how does a horse look? Child: It 
has a bushy tail. White horses have white tails. Then it has a body and 
four legs, horseshoes like a cow, and a long head, not around one. Cizek : 
What has it got on its head? Child: Hair. And at the neck too. 
And ears. Cizek: What else is on its head? Child: Eyes, mouth, 
nostrils, and teeth. Cizek: The horse has a long, roller-like body, 
and оп ‘its body four legs. Behind the legs is the bushy tail. Before the 
body comes the long neck. The neck is thick. On the neck the head is 
placed, which is—as Elizabeth has just said—long and not round. Remem- 
ber that: not round, but long. On the head there are ears and in front 
two nostrils. Then two mouths. Elizabeth: One mouth. Cizek: I 
‘was wrong. You must always correct me. Child: Big nostrils. Cizek: 
Then it has a mouth for eating. What does the horse eat? Child: Oats. 
Another child : Grass, sugar. Cizek: Now we know more or less how a horse 
looks. What is there on the horse’s feet? Child: Hooves and horseshoes. 
Cizek : We are going to dip the pens into the ink and we shall draw a horse. 
e horse in such a way that it either goes out of the window 
or leaves by the door. Child : My horse is jumping out of the window. 
Cizek: How shall we draw the horses ? Child: Big. Another child : 
From top to bottom. Cizek: Why? Child: So as not to waste paper. 
Cizek : If we draw the horses like flies, we learn nothing. Child : I shall 
draw a horse jumping. Cizek : We shall draw a line in the middle. (Shows 
it, a horizontal line.) It need not be quite straight. It is supposed to be 
the floor where the horse stands. Then the horse will reach from the floor 
to the ceiling. At first we will make a standing horse. Above this middle 
line you will draw horses only. Here there come the big and the young 
horses. But perhaps a second young one also. Below the middle line we 


You.can draw th 
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shall draw something quite different. You must save the space below. 
Child: Shall I saddle the horses? Cizek (to a child who has copied) : 
Those who copy show that they know nothing. Now let us see who is 
ready. Who hasn’t finished ? (two put up their hands). Ве quick ! 
We shall wait another two minutes. Я 

In the lower space we аге going to do this. A horse. And this horse - 
is pulling a cart.’ The horse will fill half the space and the cart the wther 
half. Everybody has seen a cart.: Children: Yes! Cizek: Now, I 
am going to tell you something. First close your eyes. Don’t look at me. 
Think what а cart looks like. I shall think too. А cart has four wheels, 
not two, nor three. Who can count up to four? Child: Me. Une, two, 
three, four. Another child: I can count up to eight. Another child: 
I can count up to a hundred. Cizek: You need only count up to four. 
Now you will put four wheels on.the cart. Child : Should the horse draw 
the cart ? . Cizek : Of course. Child: Should there be a driver on the cart? 
Сігер: The driver can go before the horse or sit on the cart. -I Jeave that 
to you. And the driver draws the horse with the bridle. In order that 
it does not slip. . Those who have finished can show their picture on the 
board. You must finish it carefully. Everybody will show his picture 
to me first, and I shall say if it is finished. (A child comes to’ Cizek.) 
Cizek (to the child) : The picture is not yet finished. You must make the 
driver. Ora young horse which is fastened to the cart and runs behind. 
Cizek (to another child) : The driver may go behind and push the cart to 
make it go quicker. You must think about it very quickly. (To another 
child) Perhaps there is a dog running in front of the horse > Why did-you 
do it so small? There is so much space here. Just think about it! 

(То another child) Invent Something beautiful. (To another child) 
You should add something else, Perhaps a driver. Or his wife. Invent 
something very beautiful. (To another child) Why didn’t you do it on the 
line? Always draw the line first ! (Cizek rings the bell.) Listen!, All 


write your names on the drawings. Those who have finished, ‘show me 
their work. 


Cizek (at the discussion) : Ihave told 


hear. Now we shall see who has г i а 
: eally listened to ше. Апа you shoyl¢ 
judge for yourselves who has listened the не Кн 
5 Тһе er: poi (by Elizabeth) : Has she listened well? Children: 
5. z ішер: She has made a horse above, she has drawn it rightly, 
and she has given it hair. A good work, Child : My right hand aches 
l 2 i That shows we are getting 
ed just with lines, but we should go further 


you already that many of you can’t 
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than that. It is always good to do better and better instead of being satisfied 
with a few strokes. Now has “ Schorschi ” done what was asked ? Child - 
I don’t think so. Child: I have made a horse which is getting the whip 
from the driver. Cizek: He has done a good big horse. A long body, 
a long stretched head with a big mouth. With that it can eat very much 
at one go.—Here we see a strange thing. Child: That’s a young horse. 
The ther horse has taken the whip from the driver. Cizek : Is that supposed 
to be a toy horse and driver 2 It is rightly thought out.—Now let us have > 
a look at the drawings below. They are good too. 

This сагі is very strange. This cart shows the fourth or fifth stage 
of growing, whereas the horse represents stage one, and the wheels are just 
copied. АП the horses are good, although they represent the second stage. 
At the right stage the legs are at equal distance. Brenda has done it very 
nicely.—Who likes this? (Many put up their hands.) Who doesn’t like 
it? (Child puts up his hand.) Cizek: Why don’t you like it? Child: 
Because it is decorated. Cizek: You don’t like it? It is not decorated 
at all: It is nicely drawn.—Cornelia has reached a much higher stage.— 
Now we come to a work of T. He has drawn the horse quite nicely. But 
he has an, imagination far too lively and he wants to do twenty things 
besides» the one which is asked for. Because of his imagination he is 
not able to separate one thing from the other. Too much imagination 
leads to a muddle. The work is very much alive, but it shows a stage far 
above his age and capacity. He said that the other work is too decorated, 
but his is even more decorated. He has not even put the legs on the body. 
“They are barely glued on and they fall off the body. The horse is going at 
such a gallop that all the legs are flying away. It goes so quickly that it 
does not go at all. The body is running away by itself. T. should stick 
to one thing and do that well. He should learn how to draw orderly, 
neatly, and simply. This will be his task. 

We have made these pen drawings so that we can learn to draw with 
confidence, Those who draw with a pen, first must think before they draw, 
and later draw when they have thought things out carefully. Not draw 
first and think afterwards. That’s what some do. With pen drawing one 
must think very carefully. Each stroke must be thought out. By doing 
this we get used to clearness and firmness in the shaping. That’s the reason 
why we do it. Willi’s case is a similar one. His mind is ahead of his 
hands. But he has not enough imagination. Willi must imagine certain 
things more fully. He will close his eyes and will think about a certain 
thing and its forms. What are forms ? Child 3 One can imagine certain 
things at night. Cizek: Yes, and then one isn’t disturbed. 
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F. already tries to keep close to nature. He does not build things up, 
but joins forms which he can’t master yet. You all try, and rightly, to 
build up. Some aim at joining forms, but your knowledge of ‘forms: is 
not yet sufficient, naturally. I should make an object as I imagine it. 
Not let the imagination stay at home so that the hands don’t know what 
to do. 


F 
- Ist February, 1936 
Again we are going to do something which will please you. Whether I 
am pleased or not I shall know at four o’clock. To-day youuwill get all 
the colours we have at once. Then you will get a brush and tnen you 
can paint whatever you like. (Children: Oh, good !) Listen! You 
should make something which really pleases you. Апа it shouldn’t be a 
thing you have seen in a book, for instance a fairy-tale book. And you 
shouldn’t do what you have seen in picture-books, but you should do what 
you see when you close your eyes. Close your eyes. And what you see now 
with closed eyes... Child: I have seen beautiful things at night. 
Cizek : I see the most beautiful things at night. One sees the most interest- 
ing things at night. And you will make those things now. Begin now! 
I should like to tell you only one more thing: If you have a big block like 
this (shows one), don’t draw only below, and not only midgets, and don’t 
leave empty space. I don’t like that. That’s a waste of paper. You 
should use all your paper. Do you understand me? Children : Yes. Cizek: 
Are you quite sure? I am afraid I shall see again and again half of the 
paper empty, and only a little bit used.—You should not draw first this time, 
but paint straight off with the brush. But first think about what you are 
going todo. Child: I shall make a tree with a horse. Child: I shall make 
a Red Indian. Child: I shall make a man in fairy-land. Cizek: Every- 
body make what he likes best. I am going away now. You will make 
what you really like. 

Cizek (much later, at the discussion) : Listen. To-day you had complete 
freedom. It is like an acre which rests and does not grow corn ; the weeds 
STOW, sometimes with beautiful flowers amongst them. But it is chiefly 
weeds. Ifyou dothis . . . Child: Is this a beautiful flower? Cizek: Now 
let me talk. It is your turn when I have finished. If you do what you are 


to see the weeds. Beautiful 


flowers are dotte veeds 
because the wind has сатті d about between the w 


flower seeds, 
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F. at the beginning worked very well, because the things he painted 
are in good contrast with his background. But later he painted the back- 
ground, ‘eng now all is lost in the colours. It is like someone falling into 
some dyeand heing drowned. In order to make-a thing clear we must make 
it different from the background. We make it stand out from the back- 
graund. That’s what F. always should remember. He should not let the 
figurbs be drowned in the colours, but separate them from the background. 

Marion’s-work is beautiful. Why? Because one sees the figure and 
the tree clearly against the background. The background is done so well 
that it doesnot interfere with the figure and the trees. The sky is beautiful. 
Below’ the sky there is yellow air, and below the yellow air the trees and 
forms show up clearly. We don’t know what they are, but that does not 
matter. It only must be beautiful. The writer always asks: What is 
it? The painter asks : How is it? Is it beautiful? The figure stands 
out well from the background. 

There is $omething new in the next picture: The background is clearly 
done.’ Only the hair does not stand out well from the background. It is 
too fair and is drowned in the background.—I like Gertrud’s work. Every- 
thing is clear and beautiful and stands out well from the background. 
And the figure is beautiful and not ordinary as ordinary people would do it, 
but it is something special, different. The clouds hang in the sky. The 
san rises. The flowers are clear and distinct. How is it? Beautiful! 
I must praise Gertrud. I wish she would do at home things as beautiful 
as that.—Cornelia as usual has very beautiful colours. But one can’t tell 
what things she wants to do. Cornelia: It isa house. Cizek: It is not 
clear enough, because the colour drowns the shape, but it is nicely formed. 
Onerfeels that she enjoys the making of colours. Face and hands are very 
nicely and gently done. 

Trude has excelled this time. She has not blurred the background with 
colours, but she left it so that the figures show up clearly. She has learned 
that here and she does it well. Trude hasn’t done such a good work as to- 
day for a long time. Peperl is good too. He has made а door. Probably 
a forbidden entrance. Everything is very clear. 

Marion has beautiful colours. If one looks at it one need not know what 
it is. Wonderful !—Grete is bold in her drawing. When she paints she 
is not as good by a long way as when she draws. She is not used to colours. 

T., of course, has worked with great imagination. One sees here how 
his colours ‘are drowned by his imagination. Child: Is my imagination 
drowned? Cizek: The mood of the colours is all right, but they are not 
alive. T. has so much temperament that one should rather expect his 
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colours to be glowing, loud, assertive, but he shows very subdued colours. 
But his colours are nice. And his work is always full of ideas. He has so 
much imagination that he could easily make five pictures out of опе. 

The colours of Elizabeth’s work аге also beautiful. The S;-children 
always have beautiful colours. They shape things well and the forms 
are made nicely.—Willi is uncertain of his forms. We don’t see the separate 
figures clearly enough. His ideas are ahead of his age and yet they are 
not clear. Не is satisfied with a shapeless splash.—Brenda’s is very good. 
Again she has done some beautiful painting, just like her Madonna the last 
time. Her drawings are marked by a certain regular strengtlt 

As a whole, the weeds were very eatable. And I should algo йке to 
mention to-day that Peter has done some very good work at home. The 
forms and the interesting things he does go far beyond the usual and show 
that he has made progress. Peter should make more things like that, and 
so should Trude. 


15th February, 1936 

Cizek: Let us have a few words together. We have finished the first. 
term to-day. You have got your reports from school. But there is ne 
mark from the Juvenile Art Class.—Those who haven’t worked hard апа. 
those who haven’t brought drawings with them will bring drawings full of 
forms апа figures. Child: Ihave never brought anything with me. Another 
child: It is almost the same with me too. Cizek: He seems to be proud 
of it. ~ Now let us see. Perhaps you have kept those things in your head 
and you will let them come out to-day. Child: IL always want to go skating. 
Cizek : I have told you before that former pupils always brought work from 
home because there is not enough time here. This short time is not епстеһ 
to show people the right way. So you must make up for it by work on your 
own. I don’t make anybody do it, but—and now listen—those who are 
full of art have no rest ; they are like a volcano. But nothing happens to 
you. In days gone by children travelling with their mothers on the tram- 
cars said: “ Give me the ticket, please, and the pencil.” And then they 
made beautiful drawings on the tickets. That only took four or five minutes. 
Now you haven’t got even that much time. Take those five minutes from 
skating ! . 

But here we һауе hardworking children also. Some often bring works 
from home, but others just look at them and think: “ I would rather do 
nothing. i And so I tell you: We begin the second term having made up. 
our minds to bring at least one little sketch, even if it only takes a minute. 
On Sunday perhaps you will have two minutes to spare, and you should 
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use these two minutes to notice something, and to draw with а few strokes 
what especially pleases you. Child: Оп a Sunday one сап draw all the 
morning‘and all afternoon. Cizek: If you have so much time you can draw 
longer, but I think that those who have only a little time could. find at 
least one or two minutes for this work, two minutes for thinking and remem- 
bering. Child: I always feel like drawing. Cizek: You should write 
dowil on a piece of paper: No day without drawing! Then a lot of ideas 
will come to you. And certainly you will have so many ideas that you 
will not have time enough. And you will give me a happy surprise every 
time. AVbén I came to Vienna fifty years ago—who can count up to fifty ? 
(almost all show their hands)—it was a custom in Vienna to have beautiful 
carnivals.. Do you know what a carnival is? Children: Yes! No! 
Cizek : It’s. better if you don’t. You will then draw it the better. For these 
processions there were cars pulled by horses. Two horses were put to the 
cars. They were decorated with ribbons, hundreds of ribbons. And the 
horses were’very proud because of them. And (һе cars were decorated 
with silk paper. The whips were decorated with rushes. Then there came 
a саг with a baker who was as thick as a barrel. Не held in his hands а 
“Кіріегі ” and a “ Bretzel.” + The latter was so big that I could -hardly 
hold it with my hands. The people in the streets shouted for joy. So 
beautiful were the cars. Now you are going to make such beautiful cars. 
First two horses, then а саг. The car-will be wonderfully decorated. The 
wheels also will be decorated. Now begin. To-day we shall draw, and the 
next time the most beautiful colours will be ready for you. 
к (Cizek shows for a minute theworks of twelve- tofourteen-year-old pupils 
who had done this subject before. Then the works are put away.) Cizek: 
When you have drawn the horses and the car, then you should begin to 
decorate them. You must put the horses together out of separate parts, 
not make them at once, or they will turn out bad. The larger you draw 
the more you can put in. (After a quarter of an hour) Many things are 
still missing, ribbons, rushes, flowers, confetti. 


22nd February, 1936 А 

Т have been looking forward very much all the week to our painting. 
The colours will be distributed now. What is not finished in the drawing 
will be put in with the brush. First we shall paint what you want yellow. 
You can paint whatever you like yellow. If you get another colour and you 
don’t like the yellow, you can paint over it. On Monday the children from 
Meidling come and they sing a song: “Who comes from the hill?” or 

1 Special rolls. 
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“ There rattles a mill.” The whole class sings it quietly. Nobody chatters 
and all work the song into their drawing.. .. At the discussion of the work : 
Cizek : Now we shall see what you have done. There is an enormozs wealth 
of material. Some have done so much that there is a real muddle. Т. 
has done so much that one can’t understand it. The colours are very nice— 
embroidery could almost be made out of them. But T. lacks опе .thing. 
Who knows what it is? Child: It is all scrappy. Cizek: So it is’ No 
form is completed or rounded. The horse is made up of a hundred pieces, 
as if it had swallowed a bullet and this had exploded inside. From the 
point of view of painting it is quite nice. He has a gift for colenrs, but he 
would be better if he could make things more of a piece. For inétance, 
the head should not be in a thousand parts, but in a finished line That’s 
what he should learn and he should surprise me with it. Then I should be 
happy.—Now, Peperl is our old friend. Child : Aren’t I a good friend of 
yours? Cizek: You are also my friend, but my young friend. Now, our 
old friend’s father had a horse. Child: And Peperl still has a hedgehog. 
- Cizek : Yes, the hedgehog is always there. Ререгі, because he has been here 
longest, can paint everything and express éverything he imagines. And as 
well as this he has many ideas which are often bad. * 
This work is done by Trude. She copies Peperl’s horse because she 
knows that Peperl knows horses well. Her colours are nice, These 
colours, even when one does not know what they mean, are very beautiful. 
But when she decorates the cap she should leave the outline clear or else the 
cap is broken up into many bits.—Elizabeth has so much imagination that 
she could make ten pictures out of one. This is an animal. Elizabeth : 
That’s the roof of the car. Cizek: Excuse me, I did not recognise it. 
But it does not matter. The whole picture is very nice.—Susi is a new pupil. 
She has to struggle with the form. -So far she has only muddled patches 
from which no shape comes. But these patches are very interesting. 
The way the whole is arranged makes a good impression. If it had shaping 
as well, it would be perfect.—F. is in a stage where he leaves the abstract 
for the concrete, He makes one mistake. He tries to do things that only 
а grown-up сап make. He tries to make them with his small powers 
Pi een po at his own stage. He begins already upon anatomy— 
whet ori yond him, of course. He wants to say with his inadequate means 
Srown-ups can say.’ He must beware of that. The other pupils 
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aa 1s within their power. One should not try to paint as a grown-up 


The work of Gertrud 
powers, but they do not 1 
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15 as beautiful as always. She too -possesses great 
ead to confusion.—Bruna also makes certain things 
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she does not understand yet. One should only do what one understands, 
and in a way one knows. This spot here is beautiful. The colours occur 
in patches. It is almost “ counterpoint ” work, I should say. She makes 
shift by taking a brush and daubing the paint without any thought. She 
should, as Gertrud; want to form with every stroke. 

.Martha has worked with eggs and spinach. That’s very good to eat, 
but “ot so nice to look at. You should not make men to look like flowers 
nor as men іп picture-books. “Үоп should not look at picture-books, at 
models, at copies. There (points to his forehead) you should look! The 
best things. the real things are there. But you look at things which are 
not meaiic for you. They are often done by artists who care nothing for 
children,’ who have no time for them at all. No picture-books! Child : 
Can’t you have picture-books without copying from them ? Cizek: Trude 
works very hard without sweets.’ But her paintings are not sugary, and 
that’s the nice thing. And her work has nothing to do with a picture- 
book. You.are all of an age when you are the happiest human beings, when 
you have the most splendid forms, something the grown-ups can never have. 

Marion has made the figure all of a piece. Although she is so small 
she aims at real creation. Everything is complete, and her ideas are great, 
not sugary. She is strong and yet not without imagination. It does not 
matter that one doesn’t recognise the horses here. (To Evelyn) The drawing 
here was quite nice, but the colours have ruined the whole thing. Those 
with a strong drawing sense have the colour against them.—Until S. had 
that muddle, everything was all right. Now it is all broken up. All 

-the charm is lost. She will probably ask : How should І have done it ? 
My answer is: Keep the big forms. 

As a whole the works are very alive. I see clearly where some pupils 
tried to make forms and did them clearly, and others, where the imagination 
was not enough, became tired. Some of you have done good drawings to- 
day,,and I am glad about it. Many of you are getting on. - But some 
waste the time of youth. Things you do not do when you are young are 
never done again for the rest of your life. Time is short. Use that time 


well ! 


2gth February, 1936 

Cizek : The last time Brenda was not here. So she does not know what 
happened. We made а very nice carnival. Child: Lately I saw a carnival. 
It was very gay. Cizek: We shall talk about it later. Child: I went 
to the Punch and Judy show the day before yesterday. Cizek: Now, the 


1 She was a very poor child and Cizek often gave her sweets. 
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С i 1 - zarned you not to look at 
таа К. i eae aie ae А не os а from them. 
Bat TOT pe from picture-books. Can I look ‘at picture-books ? 
Cizek : We won't look at picture-books at all. They are for the Older ones, 
for the twelve- to fourteen-years-old. There are no picture-books а уои 
except the ones you make yourselves. Look inside yourse shows ars 
the most beautiful picture-books. Those don t hurt you, but Dep ‘you, 
and it is those kind of picture-books we are going to make to-day. W е р 
begin at once with one story, afterwards with several stories. We shal 
bind them and make a picture-book. You will look at it and. show it to 
others. And you will keep it until one day when you are fathers апи то ег 
you can show it to your children, Тһе picture-books you buy ere made 
by painters who know nothing of children, but you will make proper picture- 
books to look at and to keep. Now let us begin. One always Виша with 
А. Which words begin with A? Child : Apple. Ape. Cizek: We shal 
draw an apple. What can one draw with an apple ? Do you knows 
Child: An apple tree with a little man climbing it and throwing down the 
apples. One falls on his head. Cizek: All right! We shall first draw an 
apple tree, and then boys come and climb the tree. Girls are standing 
below, holding out their aprons. Апа the boys throw the apples іш them. 
But listen! We shall first draw this apple tree with apples on it—beautiful 
apples, and then the boy who has climbed the tree, And he throws the 
apples down. Two or three children are standing below who catch the 
apples. That is what we are going to do to-day. And until the next time 
you will think how the story 
Now let us begin with the а 
or rather towards the right. 
and grows out of the ground, 
draw the leaves y 
the apples too, 
ink, and then 
grow branches es twigs. (Later) Martha has made a 
dog also, Where there are chi 


children there are always dogs. Martha: 
That’s a hare, Cizek : Hares are like dogs, f 

(During the discussion) On the whole you w 
have started a fairy-tale. Тұ should go on, 
ourselves, everyone on his own. Child: I h 
already. Other children 2 Me tool Сер: ТІ 
tell me what you are doing on your second sh 
one has a different anq more beautiful pic 


orked quite well. We 
We shall make it up 
ave made up something 
16 next time you will all. 
есе of paper, so that each 
ture-book than the other. 
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Now we shall have a look at the work.—I am surprised that Trude did 
so little. The tree is beautiful, but the rest is too hasty. She will 
think at home how she will go on.—Now comes a very lively gentleman. 
His task*was -to do a fairy-tale about an apple tree. First he made a 
house. He always likes to let his thoughts wander, and his imagination is 
so alive that when he talks about an apple tree he thinks about five houses. 
He will try not to do this, but to make.:. Child: I know already what 
I shall make the next time. Cézek: We shall see that the next time. You 
can make some sketches. All of you can make some sketches for the second 
picture. Make something up! For instance, an apple may fall on the 
саға 31:1 then a gnome grows out of it or a man; or you go оп with the 
story yourselves. I leave it to you.—T. did the boy climbing the tree very 
nicely. / “Ала here he seems to see a nest . . . Child: Only when the apple 
falls on his head. Cizek: What does he have оп his head? Child: Не 
has concussion of the brain and reels around. Cizek : So Т. paints a con- 
cussion of the brain. I would rather that he had drawn the apples and the 
leaves better. But they seem to be ruined as after а hailstorm. Ifthe wind 
blows, everything will fall down. As I said before, everything should be in 
simple, well-thought-out lines. Then they will be nice. 

~ Marion started with a muddle and drew everything higgledy-piggledy, 
but later she found herself and began to draw the tree nicely. The figures 
too are beautiful. Everything is in keeping with her age. She does not 
get ahead of her age, but is satisfied with working within her stage.—Evelyn 
begins by coming out of the muddle and she has made lovely rhythms in 
‚ the heads and the other lines. The flowers are copied. Evelyn also will 
think out something peautiful.—G. has done the tree specially nicely. 
But the house looks as if it will tumble down. Gertrud has made one of the 
best pictures, entirely her own. Graphically very interesting. And within 
her present stage. One of the nicest works.—Trude has a very good hand. 
But she does not progress. She must do her best not to let the things 
she does: become mechanical, but the more she does the richer and fuller 
they should become. The way in which this boy is climbing the tree is 
absolutely original and therefore powerful, whereas things copied are 
schematic.—Her brother Peperl has also made something nice. Personal 
rhythm, and actually eternal forms. The boy who is climbing the tree 
shows new ideas.—P. has come out of the scheme in which he began. The 
home of the hedgehog is very nice too. Peperl has a very beautiful hedge- 
hog and a dog Luxi. They are his comrades and they cannot be left out of 
any picture. Here he has made a house three storeys high, in each storey 
there is a dog and hedgehog.—W. has made the tree nicely. The tree already 
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shows the stage where forms are connected. And it shows certain experi- 
ences. There is a wealth of form which goes beyond her stage. W., too, 
will think how this big apple gets on in the fairy-tale.—Zlizabeth has done 
a very nice tree, fullofrhythms. She has finished with muddles*aiid begins 
to find rhythms. Child: What are rhythms ? Cizek: Rhythms are lines 
which come when you draw nicely. Child: Do I have rhythms too ? 
Cizek : If you begin to draw well, rhythms come at once, and then I shall 
praise you in front of everybody. 

Susi is not yet at the stage where types are formed. The tree is nice. 
The figures should be shaped more.—Brenda has made her apples especially 
big. Brenda comes from England, where big apples grow. Evenda : 
Beautiful big ones which I like to eat. Cizek: But our Brenda must have 
more patience, like the little girls who keep on at one thing. Elizabeth, 
for instance, has this patience, or Cornelia and Trude. Child > Me too ? 
_ Сігев: You don’t have it yet. You must learn to draw in one line. Then 
you will have it too.—Willi did his best to draw the man in a way that is 

beyond him. It is very interesting, this struggling for a higher stage. If 
he would draw more simply, not shading, but in one line, he would draw 
much more clearly and precisely.—Martha has done the tree nicely. Differ- 


ent from Josef, she is absolutely within her stage : figure, tree, and all. things’ 


are clearly within her Stage of creation. That’s to be praised. She draws 
well because she draws with one line. She does not muddle lines, but does 
everything clearly and distinctly.—S. made the tree very well, according 
to her age ; it is converging towards the top. It gets painted. From this 
Point apples grow. That also is quite plain 
The figures too are clear.—Cornelia draws in a very lively way. One sees 
how her imagination works. She has many ideas, more ideas than creation. 
But it is so interesting that one cannot easily part with it and that one can 


look at it and enjoy it for a long time. When Cornelia grows older she will 
be even more perfect. 


Now, every child wil 
tell you nothing. You 
should brin 
is sketched, 


l think out how th 


À must think out yours 
§ a little piece о 2 


е fairy-tale goes on. I Shall 
elves, and if possible each one 
Ё paper on which the next part of the story 


7th March, 1936 


We had the task to think about the fairy-tale of the apple tree. I 


very much want to know what you have ] 
something very beautiful, ТІ have Talo 2. ee ee aa 


my sister also made а little Piece, so that the children сап reach the ор. 


and the drawing is clear. . 


Piece of a house апа” 


fell to the ground. 


CIZEK-—‘“‘LESSONS”’ 137 


Child: And a little bit of apple tree and all the children апа... Cizek: 
Апа? Child: The tree goes to the window where a little girl with a basket 
looks out, апа beléw is a.balcony with а door. Cizek: What has that to 
do with tie apple tree? What happens there? Child (shows with her 
hands): There is the house. Cizek: You must say what happens. Do 
the people shout or do they climb the tree ? Child: They go in the house. 
Cizek : What are they going into the house for ? Child: In the house they 
show their parents that the apples are ready. The apples on the tree are 
not yet ready. Cizek: That is quite nice. You сап do it. (To another 
child) What would you like to make ? (Child keeps quiet.) Elizabeth has 
ѕрокер su loudly that the whole class has heard. Child: In our school we 
have a child who speaks very low. She can’t speak aloud. Child: The 
boys are’in the apple tree and the farmer comes with a whip. Child: 
An apple tree round which the children are dancing. Child: An apple 
which was not picked up but left lying on the ground was carried by the wind 
to America., And in the apple were two mice. They have changed into 
men, -like a Hokuspokus, because they were changed from men before, 
Then Red Indians came and burned them at the stake. Cizek: You can do 
what you have told us. But it must be clear. (To another child) What 
have you made up? (Child: Because we could not skate we made skating 
shoes out of wooden bricks.) Gertrud : The apples I picked up were brought 
by Santa Claus. Cizek: Strange how much such an apple has experienced ! 
In one apple mice grew. Child: They were not mice but changelings. 
Cizek : We are going to draw the apples as they are picked up by boys and 


-carried to the carts. Then the farmer loads the apples and the cart is drawn 


{о ће town; there the apples are sold. The next time we shall make a 
drawing of the apples being sold. You could do it in this way: cart, 
driver, apples, and horses. The farmer s wife and children also go to the 
town. In the upper part of the drawing one can see the houses of the town. 
Child : Next time I shall draw a market where beautiful apples are sold. 
Child > І shall make a stake. Cizek: Use every inch of the paper, because 
We mustn’t waste it. Use the whole space! And 
make it beautiful! Express yourselves well ! And draw strongly ! 
And later we shall paint. But the lines should still be seen after the painting 
is done. Make your drawing bold ! 

(Later) Now we are going to discuss the work. Last time we started 
At the beginning we drew a tree laden with apples. Then 
limbed the tree and shook the branches so that the apples 
Other children picked up the apples. The next task 
airy-tale and to make another picture. Why? Because 


paper is expensive ! 


our fairy-tale. 
boys came along, с 


was to continue the f 
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we want to make our own picture-books. Picture-books made by adults 
are not good enough for us. The picture-books made by grown-ups, by 
great artists, you don’t understand and you shouldn’t understand. You 
must grow slowly to understand this art, and you will acquiré an under- 
standing by your own drawings. Then you will understand it, but not before. 
Now you understand your own art best, the real child-art. If you go to 
the great masters in picture-galleries, you will pass the pictures and see 
nothing. When you return from the galleries you will say: There were 
many pictures. 

(At the discussion.) Cizek: Trude formerly was very industrious. At ` 
the back of this room you can see pictures which she made ‘whér-she was 
three and four years old. She worked very well then. Now her expression 
becomes weaker. Child: What does that mean ? Cizek: Wheré formerly 
there was a river, now there is only a trickle of water. But she still gives 
evidence that she could produce something. For instance, her horses are 
very well drawn. The horses are pulling a cart, and the apples on it are 
nicely arranged. Why? Who knows ? І will tell you. If one puts the 
apples on top of each other, they become bruised and rot and are uneatable. 
If they are nicely arranged, each apple remains nice and healthy. Now, 


Trude knows that. Then she has arranged nicely the houses of tle town. 
The houses are big enough for the hedgehog 


the hedgehog. And she does not forget her dog Luxi. 
picture, as also does the hedgehog. The dog is sitting o 


The more she works the more she learns. And 
Trude is that she keeps to the story she is doing а 
She hasn’t a large imagination, but 
е forms and shapes rightly. This is the 
nhe wants to ren в ат to the ited very little, 
5 ! ‘pres 16 should represent well. 
he a oe Са Пу Praise Ререгі, Trude’s brother. Everywhere 
а TA a hedgehog, and the horse which he once possessed. 
very well алы sid b the hedgehog and Scratches it. But Luxi knows 
thinks that Luxi is iets Maes aly the hedgehog. When the hedgehog 
to tickle him, he r 2774 ie eh him, he lowers his quills. Ifa man wants 
especiall the С қ ‘ad pk aa him. The drawing is well done, 
foe ee ie 4 25 with apples. Ререг has done very well. He is 
His tr 1122 Ork gets better and better.—F ’s work is well done too. 
Tee 15 mice. And he drew a special kind of apple. His idea is of a very 


the little that does Occur to her sh 
task of an artist. To the writer mu 
but the little whict 
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modern farmer. He even possesses а lorry. Оп it are boxes of apples. 
The lorry is driven to the town. I must praise F. 
Trude F. has made no progress. Formerly she worked so well. The 
reason is siie doesn’t work so hard. She used to draw at home a great deal. 
She has less time now, and therefore she does not progress. Still, her farmer 
is nice, and the different types of apples are also nice.—Martha tries to be 
naturalistic. She draws things as they are, not as she should do them. 
But the legs of her horses are all right. Her horses are very fragile. Her 
buildings are well done. I give praise if I see that children are trying to 
work nicely. Her peasant woman is well done, because all her clothes 
and ribbons are clearly shown. Everything should be well formed.—s. 
makes very little progress. The reason is that she is often absent and does 
very little at home. It seems to me that she does not like the work any more. 
Her arrangement is right and her childlike conception is correct, but she 
lacks the ability to form things well. For instance, her horse’s hooves 
are not complete. She passes them every day in the streets, but she does 
not notice them. You must always think how things are formed. 
T. has twenty thousand ideas. He has thought hard about his stake and 
done his hest. He worked at his drawing of the stake with great pleasure, 
It is executed very exactly. With the other objects he is satisfied with 
quick sketches and vague impressions. He suffers from too much imagina- 
tion. It is so alive that it doesn’t leave him time to accomplish a single 
object. He must learn not only to invent but to complete the drawing.— 
Marion, of course, is only a little girl, She has no clear idea of things. 
> Everything is only half-formed. She must grow older to imagine things 
clearer. She is now only dreaming things. And she is satisfied with very 
futile i essions. 

gg oe -- from superficiality. She makes a few strokes and the 
drawing is finished. All the details are in her fertile mind but not in her 
picture. She made the apples large so as to occupy as much space as possible, 
leaving little room for anything else. That’s very clever. But I must 
say that to-day she drew the horse and the driver neatly and in the right 
proportion. Child: But the driver cannot hold an apple in his hand ! 
Cizek : Perhaps he will ask giants to load the apples for him. Your task 
is to make a fairy-tale.—Elizabeth has done something very nice. She 
begins to work her way out of the chaotic. Everything begins to be clearly 
formed. The house here is nicely proportioned and constructed, and the 
_ figure near the house is neatly done. She should go on in this way.— 

“Gertrud drew а horse and cart. Horses and figures are well done. Нег 
apples are already an apple pudding. Her houses are not flats or castles 
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or any particular type of house, but just abstract houses. G. has the advan- 
tage of a clear hand and the ability to draw firmly and correctly.—Cornelia 
is burdened with too much imagination. She has so much imagination 
that her forms are not in accordance with her ideas. I recommend her to 
make fewer forms. She could fill the whole space with three figures. And 
they should be worked out thoroughly.—Evelyn is still in the stage of exten- 
sion and direction. With her everything is only extended and directed. 
Her tree is beautifully done. She should imagine the objects more clearly 
and think about them more. What is a leaf? Think carefully about it ! 
How does it really look ? Have a clear idea of an apple and a tree. 

On the whole the drawings were well done. I recommend that thildren 
imagine things more clearly. They should practise it. They should, 
for instance, try to form in their minds the picture of an apple and think 
about it intently. And they should make things as they think they are, 


and not as they actually are. And the objects they think about, they should 
draw well. 


14th March, 1936 


Cizek : We only meet on Saturdays. That’s not enough. In the inter- 
vening time most children forget what they ought to do. To-day we 
shall continue the story of the apple tree. Iam sure you have thought about 
it, as I asked you to do last time. Child: I know. Another child : I too 
know something. Child: I too. (AIL the children put their hands up.) 
Cizek : Each of you should say what you want to do. Child: I should like 
to draw a part of the house and of the door, so that the children can just 
touch it, and then I should like to draw a small part of the apple tree. “A 
little girl walks to the window from which another child is looking out. 
Cizek: We shall not draw small parts, but the whole object. We shall 


hot draw only the tail of the dog. We shall not draw only a window of the 
house or on] 


the market. Cizek: When the peasant has arrived at 
ШЕГЕ ee his apples, what will he do there? Child: He will sell 
ouse has Ops. Child : The woman who was standing in front of the 
Sone. Child: Itoo want to draw the market. Child : Т want 

al of the two men who were burnt at the stake. Cizek : 


oa the continuation of the story, you always want to do 
nt. You must think 


have brought the apples 


apples? Child PONG tos, old en to the town. What became of the 


Cizek: We will now draw the 


about what the people are going 10,” 
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peasant with his cart and the people standing around him. The horse is har- 
nessed to the cart, If the peasant is well-to-do, he has two horses. Now 
the peasant stands there and cries: “ Apples are sold here, two pounds a 
penny.” =- Then people gather round him with their baskets, and they all 
want to buy apples. Child: But actually the apples are dearer than that. 
Сер: You are right, but we аге drawing a fairy-tale, and in fairy-tales 
one gets a kingdom for a penny. You will now draw the peasant offering 
his apples for sale. And the men and women coming with their children 
and filling their baskets and taking the apples away. The children are 
hurrying becquse they are happy at the thought of having apples at home. 
(Cizek shows them a block.) You can draw the peasant here and around 
him the, parents and their children buying apples. There are men and 
women, boys and girls, and governesses too. Child : What is a governess ? 
Cizek : Brenda has a governess. Child : In my drawing the animals come 
and buy the apples. Cizek :. I like apples ; who else likes them ? (All the 
children put up their hands.) I should like to add a word. Those who 
һауе drawn the cart and the horse and apples in the lower part will have no 
space there for people; they will draw them in the upper part where there 
is room.» We put things where there is room for them. The purpose of 
paper is not to remain empty.—A drawing must not be very big, but it 

Child : I enjoy drawing very much. Child: I 


must be drawn with joy. ld: l 
am so glad because my drawing 15 always wonderful. Cizek: Who has 


finished ? (Several children put up their hands.) We all shall have 
finished in five minutes. as 

(At the discussion) Now we shall see how the work has been continued. 
We said, it should be the story of an apple tree and all that happens to it. 
The lret blooms, bears apples ; the apples are picked by children and 
grown-ups. The peasant takes them to the town and sells them there. 
We see how the apples are sold. Gertrud always draws nicely. But to-day 
she was so unfortunate as to draw the apples as large as blankets. One 
does not’ recognise them as apples. One should paint the apples yellow 
and red so that everybody can see that they are huge apples. The poor 
horse has a miserable face because it has never had to carry such large 
apples to town before. Then we see a crowd of people who are gathered 
around the cart. Everyone would like to buy some apples. A woman 
even brought a little cart with her but it is not sufficiently large. Gertrud 
draws firmly ; she does not draw hesitantly so that one can hardly see the 
lines, I like her style.—Peperl has made beautiful drawings to-day. He 
has made good progress. To-day he drew a pair of scales, and beautifully. 
At one side are the weights and on the other side are the apples. He 
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labels the apples “ good ” or “bad.” That is a mental accomplishment. 
Drawing is only good if it is done thoroughly and if it is well thought out.— 
Trude has not experienced as much as Peperl has, but she excels him in 
the strength of representation. She draws her figures with--immense 
vigour, and never rubs out. 

The new pupil has drawn a cart which is being driven to town. Instead 
of apples it is laden with wood. He was not aware of the fairy-tale that 
we were drawing. He drew what he wanted. His drawing is very alive, 
but next time he should draw larger, so that the figures can be filled better.— 
Willi has made quite a good drawing, better than his previous one. His 
apple tree is laden with apples. His horse works very hard because its 
strength is not equal to the huge load.—Cornelia is dominated by an over- 
whelming imagination. Three pictures could be made from her one.— 
Е. has made good progress too. If he could draw his objects at the side 
it would be much clearer.—Susi is still 
very primitive —Brenda, because of what she had been told, dig, more 
than usual. Usually she is only interested in one or one and a half things. 
She is so much accustomed to working on a large scale that she can accom- 
plish very much with very little. That is art too. But it can’t be done 
without some work.—Our J. will learn gradually to execute more. 

_ T. has a very vivid imagination. Не had drawn the whole picture very 
nicely. Aman anda woman are walking. Child: No, two men! Cizek: 
All right, two men are pushing a cart. Child: This is not а cart, but a 
box l Cizek : АП right, a box. They are pushing the box and a Zeppelin 
is flying over them, The Zeppelin wants probably to drop ballast. The 
ballast is sand. Child : No; the Zeppelin throws out apples. Cizek: 
Sorry, I did not know that. Now, the apple-Zeppelin is quite a new thing. 
But nobody catches the apples. Child: The far-away townspeople catch 

They are in their houses and so one cannot see them. The people 
had seen the apples falling, but it took time to dress and run down. Cizek: 
nee comes a big cart. The apples are well packed. The driver has a 

Tumpet. He blows : Enter, please ! 

f W. has done the cart very well, The horse is relaxing. Meanwhile the 

armer shouts : Buy apples ! and one wo i 
Shei ae З : man has started buying them. 

carrying them home in her little cart. Веі 18: лѓе, she 
has carefull аске the apples į НЫ a goon W Е 
Ур apples in her cart. Everything else in this picture 


is done richly. Тһе representation i i 
е of the sal 7 Avid: It’ d 
attempt, but next time W. will try to do ante Weir eee 


Martha started quite well 5 made too few figures. She is 


vork better.—Eliząbeth has made 


a9 
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a cart too. One sees people but no apples. Child: The saleswoman has 
an apple. Cizek: ,She seems to be tired and therefore went to the Park. 
There she sees Punch and Judy.—Now we come to our friend Schorschi. 
Не has not énough penetration; he remains at the surface.—S. has 
worked hard to-day and has accomplished more than usual. Only she 
should learn to form her figures better.—Trude’s older drawings were 
better. She does not care so much now. It’s not that she couldn’t draw 
better, but apparently she is not in the mood. She should draw with 
more love.—Marion has drawn her apple-cart quite well. We see the 
buyers coming. It is like a frieze. Next time Marion will draw more 
details. If one draws as little as Marion, one must do it very well. 
(To the parents who are present :) We need the contact with parents. 
Іп all schools there are parents’ associations. If parents are not interested 
in the work of their children, it’s rather sad. I should welcome contact 
with the parents, so that the work here and at home has the same quality. 
It is bad if children are taught differently at home. That may prove 
In our art education the interference of parents is often very 
lopment of the children. The reason for the lack 
оѓ good older pupils is mostly due to the interference of the parents, who 
often don’t know what we demand. Tf there could be co-operation between 
the parents and school the development of the children would be unified. 
Unity in work is always the strongest. Therefore I should welcome a 
greater interest taken in the children by the parents. Then they would 


know how to guide their children. 


dangerous. 
detrimental to the deve 


21st March, 1936 
all finish our apple story. Who knows how we 


izek : To-day we sh 
at ay the ау! (АП children shout : Me! Ме! Ме!) Now, the 
farmer has gone to the town and has started to sell the apples. What 
comes next? Child: I shall draw the house where the farmer lives, and 
people coming to eat the apples. Child : In my drawing the farmer drives 
home. Child: The parents who have bought the apples are sitting at 
home. ‘Child: I too should like to draw that. Child: I should like to 
draw the mother making an apple pie, and a child standing at her side with 
her finger in her mouth. Cizek : I expected the apple pie. Child: The 
apples ге baked апа then eaten. Child : The farmer drives home and 
shows ‘the money which he has earned. Child : Santa Claus saves the 
apples for Christmas and distributes them then. Child: Santa Claus ie 
given a few apples, then he buys for 13d. a thousand pounds which he 
Stores in the warehouse. When Christmas approaches, he distributes the 
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apples among the children. Cizek: You have had plenty of good ideas. 
Trude’s apples are brought to the man who bakes apples. Trude wants to 
draw Santa Claus giving the apples to the children, The “ Krampus ” 
helps him. Т. of course has told us a long story. He will have the paper 
full of ideas. But he should pick out one idea and deal with it separately. 
Not too many ideas should occur in one drawing. Now, everyone will 
draw his own idea and in such a way that the drawing completes the story. 
And not as if it was just a continuation. Now start ! 

(At the discussion) We have finished the story to-day. It was the 
fourth picture in the apple series. We drew the story of an apple. Every 
child has invented something. The idea was to make a kind of picture- 
book thought out and drawn by yourselves. І know you don’t like bought 
picture-books. For my part I think that cach child should make his own. 
Why don’t we have picture-books niade by children? It’s the parents’ 
fault. Booksellers tell the parents: Children like these picture-books ; 
they cry for them. And the parents think that they must buy something 
expensive made by an artist. The artists, unfortunately, don’t know what 
children want. Child : Oh, yes! My grandfather knows a great deal 
about drawing. He says that children can’t draw, but only grown-ups. 
Cizek : The best picture-books are those which the child makes for himself. 
If Father Christmas brings you picture-books, you should return them to 
him and say: “ Dear Father Christmas, here is your picture-book. Give 
it to a painter or to a parent.” Child: Ishan’t do that. I shall keep my 
picture-books, They are much too nice. Cizek: You can sit on them if 
the chair is too low. We only want picture-books which we have made 
ourselves. One learns a lot from those self-made picture-books. One’s 
best ideas become materialised. And this is the most valuable gain. ‘If 
you look at the grown-up picture-books your ideas don’t become real, but 
you are led into blind alleys. You are led to things beyond your conception. 
You admire things which you can’t understan 4 
m аи ues a what we have done to-day. One child has made 
fo e Жа еге is almost а riot because so many people want 
is our ae eta lee is Stretching out his hands. It is a good end 

. е realises how children and grown-ups like apples. 


Brenda gave of her best to- i 
e an Lie т a to-day. She has drawn a table at which two 


If you invent and paj f, it 

mes Б 3 1 paint a story yourself, i 
i Data Gee 5 previous work was even better than this 
3 а 222 19 4 
аус fall ot еы 00 many visitors here to-day. Pepi’s work is 


and Luxi. Cizek: And I A And Pepi always takes. his hedgehog 


They are his friends. He lives with 


ы r 


a 
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them. Iam sure that Luxi will get a piece of the apple pie. Where is the 
hedgehog? Child: It is sitting on top of the chest of drawers. Cizek : 
Josef, our new pupil, has done good work. There is a stair which leads to 
heaven. С 4: To the attic. Cizek : The people around the table аге 
nicely grouped. Child : They take the raisins out of the apple pie. Cizek : 
The raisins are always the best.—Now I think our school year is too far 
advanced for Josef. He should wait until October when the new school 
year begins. Then he shoul come again.—Willi makes progress now 
because he is forgetting his brother’s drawings and the influence of grown- 
ups. He is relying now upon himself. And that is always the best. You 
should look into your heads and hearts and not into picture-books. Now, 
this picture here is made without any picture-book. There is no picture- 
book where Christmas Eve could be drawn so beautifully. Or perhaps it 
represents ‘something different? Willi: It’s a chestnut-roaster. Cizek : 
Т. finishes every story as а drama. Here he has drawn a burglary. Bur- 
glars were here who left their tools. Child: No; mother herself has 
opened the box. Cizek: Now І understand. You see why I tell you that 
you yourselves should make picture-books. You alone can understand 
them. І myself cannot understand them fully, because I ат already so far 
removetl from them. But you understand them fully. T. has done very 
well, He kept to his subject, which was different from his usual practice.— 
Martha too lias done well. She has drawn a mother who is peeling an apple. 
And there is a heap of apples in front of her. One would like to have one 
of them. And who comes here? Agirl? Child: Yes, she is fetching an 
apple. Cizek: She waits until her mother is looking away, and then she 
will take one.—Gertrud has made one of her carpet pictures. Everything 
is nicely arranged and side by side. And again, she made a beautiful Santa 
Claus and “ Krampus.”’—Susi did quite well. She has done a beautiful 
apple tree and next to it a woman, and the woman has a doll, and she 
probably wants the doll to eat an apple. That’s a very good idea.— 
T. has drawn well, but not distinctly enough. I told him repeatedly he 
should press harder and he should work more energetically. It will do him 
good because it will stop him from scribbling. —In this respect Pepi worked 
well. Everything is drawn clearly without any scribbling. This shows 
the strength of his hand. Boldness is the most admirable trait in child 
art.—Elizabeth has such a vivid imagination that she evades the subject. 
But she has done a few nice figures full of life. She is improving in her 
figure drawing.—Trude has a firm hand. What she draws she draws with 

But she should wash her hands more frequently, 


great skill and firmness. 
because otherwise her drawings get smudged.—S. too has worked well. 


С.А.-І0 
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She used the entire space. But she should try to make the faces clearer, 
and she should not be satisfied with two lines. She should think about how 
an eye looks, or the mouth, ог the nose.—Cornelia has much movement in 
her drawing. Нег imagination is very disordered. Child 2 What is dis- 
ordered 2 Cizek: Sometimes the surface of water is disordered. The 
arrangement is good.—W. has drawn a nice table laid with a rich meal 
which she likes. She has furnished the room neatly. I should like all 
her drawings to be as clearly done.—I liked the work of Marion from the 
beginning. It is one of the most abstract drawings. The vertical and 
horizontal distribution of the plane, made alive by the rhythm of her hand, 
makes this work valuable—With this our subject is finished. And now 
we are going to bind our picture-books, Everyone should have’ his own 
picture-book. Next time we shall have another subject. Child: And 
what kind of picture-book will that be? Cizek: It won’t be a picture- 
book ; it will be a work of great value. 


28th March, 1936 


Cizek: We have finished the picture-book. Now we will paint it. 
Child: Good! Cizek: But think of it : there are four pictures to paint. 
We shan’t have finisiied until the end of the term. And another thing : 
Spring is coming. He came to see me. I told him: “ Dear Spring, you 
have come too early. We haven’t finished our picture-book.” He replied : 

It doesn’t matter.” Now we shall leave the picture-book as it is. Spring 
looked at the picture-books and was satisfied. Then he said: “ Who says 
A must say В too.” Now A stands for apples, and what does B stand for ? 
B stands for blossoms, for spring blossoms. We are going to draw spring 
flowers to-day. You know so many flowers. You know more flowers than 
к P tees And such flowers we shall make to-day. We shall draw 
aren ла Е Each flower has a stem. On each side of the 
ВЕ с г n top is a bloom or two or three. Charcoal can easily 

Д you Sree 4 aga is not quite all right. “You 
6 each other. The paper isn’t made to leave 
blank, but for you to use it. We shall use ы сарқ very nicely. You 


I shall mak ; iss STOW! 
Cizek : ) е rocks where edelweiss grows. 
We shan’t be able to make many edelweiss. Child : Because they 


; the edelweiss are i 
ae rx not small. There is another 
n. Child: Because they are not spring flowers. Cizek: They are 


W up on the paper. It’s all right if you keep to 


up on the paper. We shall paint ' 


39 
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your own ideas, so that you can experience for yourself if you are right 
or wrong.—Now, you will be intelligent enough to paint flowers which 
show up clearly, and not flowers which one cannot see. There is chamois 
leather here with which you can erase drawings you don’t want. Then we 
shall use a preparation for fixing, and then we shall paint. Child: What 
is a“ preparation for fixing ” ? Cizek: It is a fluid that fixes the drawing 
so that it won’t move. Now, it should be a spring parade. Those who 
have a chair which is too low may stand whilst drawing. For painting we 
have red, yellow, and blue. With these colours you can paint the flowers. 
Which is the most beautiful colour ? Children : Red. Cizek : The picture 
should be finished in half an hour. In half an hour you can do a nice 
amount of work. And don’t make all the flowers red! Those who have 
finished must return their brushes. They will be collected, washed, and 
redistributvid.—You can paint the stamens with your beautiful yellow. 
Do you know what stamens аге? (Nobody replies.) Now, in the middle 
of the flowers there are little yellow spots ; these are the stamens. You 
will learn in your botany lesson how they look.—We must learn to work in 
a good tempo, and we must work well. Who has finished with the blue ? 
Now hurry! (Later) Now you get- the green colour. Those who have 
made red or yellow stems may leave them. Only do your best to make the 
picture beautiful. We shall soon exhibit the pictures and then we shall 
see who has done the best spring picture. 
(At the discussion) Now we have a wonderful spring parade. We 
worked really quickly to-day. You should always work like that, and if 
* you are given a task, you should think about it quickly, execute it quickly, 
and work well. That is your task. Not wasting your time! We have 
done a really good spring picture full of beautiful colours. Who likes Ші 2 
(All the children raise their hands and shout : Me.) Child: I like all the 
spring pictures, but I don’t like mine. Cizek: Everyone who has finished 
a picture is dissatisfied. One dreams of a more beautiful work than the 
actual result. This was the case with all great masters. Now, if “ Master” 
T. is dissatisfied with his picture, it doesn’t matter.—Y et with regard to the 
first picture ; it is really beautiful. Tulips and hyacinths as they grow in 
spring. “And in a good style. It is done by Schorschi. He hasn't experi- 
mented much. The arrangement is neat. And the whole picture is based 
on extension and direction, and nothing else. The colours have only a 
symbolic meaning. This work satisfies me. ; 
Willi’s picture is not so clear. He started by experimenting. He 
п each other, as Schorschi has, and therefore 


hasn’t separated the flowers fron 
the picture becomes confused. The flowers become confused. One doesn’t 
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know where one begins and the other ends. Опе should avoid that. One 
should make each flower separately, as far as it is possible. The stems and 
leaves are very good.—The idea of Peperl is grand. His blossoms show 
great strength. It is a latent strength.—Pepi doesn’t get excited ; he sits 
there quietly. And his strength expresses itself by the grandness, clarity, 
and purity of his colours. The work is very good.—Martha started quite 
well. But then she only filled the space without any particular meaning. 
She has only used the space for a decorative purpose. Willi is so much 
clearer. In Martha’s picture there is already confusion. But Martha could 
have avoided it if she only would have tried to keep things separated from 
each other.—F. came near to naturalism. F. thinks that natural science 
is art. But this is not true. Art is that which we invent for ourselves. 
Natural science is what is in the natural science text-book. We should not 
make the flowers as they are in the text-book, but as we think they are. 
Thisis art. Child: My aunt has a very nice text-book. Cizek : The things 
m nature are so beautiful that man cannot improve them, And man 
shouldn’t try to do it. Man creates with modest means, with a brush and 
simple colours. He couldn’t make it as beautiful as God. Therefore God 
said 2 You shall not сору My work, -but sanctify it. And you can only 
sanctify it not by copying it, but by making those things which I have left 
for you tomake. God hasn’t created art, but nature.—F.’s picture is rather 
clear, but he leans too much on natural science. 
Е Elizabeth doesn’t suffer from imitation of nature. She doesn’t want to 
imitate nature, but her inner self is troubled. Her inner self is so full of 
figures and forms 
lacks an inner clarity’ which makes things simple and grand. But I must 
a reciate the fact that she made progress. Her first works were too full 
ноа р меге уегу confused. Here her imagination is 
oe dl eg 5 towards a real creative effect. The flowers here 
Г ped.—Trude too is clear and calm in her for Only it is a 
pity that she has not finished her flow ere See шу 
Бер беу to ке ra ers. Otherwise she would have added 
Carity. Her flowers are too small.—Susi 
cence. But she lacks strong creative 
та іні; It will come by’ itself.— 
Р : С агі, and she grew up there. Her 
cade: at she is an applied artist, І She has made нг ear flowers. 
but it is mer adoring nature, nor is it kneeling to art, 
must appreciate the fact that ан sufficient foundation, But one 
she didn’t like colours, but now she bee with her colours. Previously 
sims to rejoice in colours, That is 


power. Perh 
S. was born i 
work shows th: 


that she is unable to bring them under her control. , She · 


>. 
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always good, because it has a good influence upon the body. I once talked 
with a doctor. He introduced, at my suggestion, painting for sick children 
under his-care. І told him: If children painted beautifully, it would have 
a good effect upon their disposition. The doctor told me afterwards : “ My 
children blossomed under their beautiful work.’ Music and colour have 
a healing influence upon the mind. 

Brenda’s forms are clear and,simple. They are not too near to natural- 
ism, but self-created. Brenda worked well.—Fritzi’s aim was the same as 
Brenda’s, only her work is not so clear. Her leaves are confused. If her 
work had been more simple, it would have been more beautiful—Evelyn’s 
work shows a tectonic conception. Everything has direction.—Cornelia 
has concentrated on small details. Previously her imagination was too 
wild.—Gertrud’s position here is unique, because she has, an absolute 
clarity of direction. Everything with her is direction. Only rarely does 
she use a splash of colour.—W.’s conception is very simple. Simple and 
grand. The’ tulip here has only extension and direction. These things 
1 ature, but not copies. That сап be said of all her 


here are experiences of n 
fused. She has not yet become clear and able to 


work.—Marion is still con 


“detach things from the chaotic. There is always chaos at the beginning.— 


T. has happily surprised me to-day. He doesn’t rely any more upon picture- 
books or text-books, but suddenly stands firmly with both feet on creative 
ground. He produces flowers from his imagination. And they are artistic- 
ally executed, that means, they are not copied. Everything here shows 
creativeness.—The medium too plays its creative part. The materials 


“helped him to be simple and creative. It is a good example of the co- 


creative function of the medium.—The work to-day was very good. And 
it was cheerful. Next time we shall do something different. 
4th April, 1936 

Cizek : To-day is the last lesson before Easter. There is not another 
before Easter. (Child : But after Easter.) Yes, after Easter, on 18th April. 
—Before we begin to-day I should like to show you two embroideries by the 
$: childien. They аге made entirely by the children themselves. And 
they are to be admired. (Child: But she can't do it as beautifully as that.) 
You can try it once. The brother of Sch., for instance, once made a beauti- 
ful embroidery. Boys too can make embroideries. Formerly only boys 
and men made embroideries. Women started much later. In these 
embroideries, expression and technique go together. Usually with embroid- 
eries there is more technique than expression. Child : What is technique ? 
Cizek : We can also say: There is absolute unity of creation.—This work 
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here is done by Brenda. She has done a beautiful sweet-smelling flower. 
Tt goes well with the embroidery. 4 3 
Now to-day we shall do what you really want to do. Children: Ah! 
Cizek: You can start by drawing or painting. Or drawing and then 
painting. You can make what you please. Children: Hurrah! Cizek: 
Writers who report about my school always say that I do nothing here 
other than look at children’s work, and by my looking аё it things are 
created which are admired afterwards by the whole world. We shall try 
to prove that that isso. Because usually it is not so, as you know. I must 
always talk to you. To-day I shall not do it, but behave as the writers like 
_ me to behave. JI shall do nothing but be above you. Now begin with your 
brush or with your pencil. Those who want it may have a pen and can 
begin drawing with pen and ink. Who wants pen and ink ? (Nobody 
teplies.) Now do as you like. (Later) Those who want to may begin 
drawing thinly with their brush. (Later) I can already see that many of 
you are leaving empty spaces. You shouldn’t leave the paper empty. 
The paper is here to be used. Most of you are drawing something in the 
middle of the paper, and that is all. That shouldn’t be so. Who has 
finished something ? Those who have a large amount of space left should 
not show it to me at all. I am no stationer. Child: Have I still many 
empty spaces? Cizek: Look here! 
_ (At the discussion.) We have not sufficient time to discuss everything 
in detail.” If one looks at the pictures as a whole, they give a wild impression. 
One would think that there were Red Indians all over the place. Now here 


is our Trude. Look at what she has done! It is as if she has put her ` 


fingers into the paints. Her picture lacks form. She only fills the paper 
ma Pe No, Trude, you can do much better. You have done 
io before. Don’t be satisfied with splashing colours around ! 
Ana ee a4 сз аше good, There is a nice feeling for the filling of space. 
а fee Bs the “horror vacui.” This fear manifests itself here.— 
Нн we seo, a oe ee good. It shows a rhythmic forming of the space.— 
how ыо ise as of different figures, with no arrangement, just any- 
these occur, Tt од ibs ¢ tells you: Do what you like—wild things like 
art—the Egyptians ТЕС Europe. Тһе old nations were uniform in their 
disorder began and ‘the тебі, апа the Italians before Raphael. Afterwards 
by making the spinac} = er- emphasis of the individual. (To T.) Look here, 
кор behing С 1 о tall, the rider is lost in its midst. (Т.: The riders 
That’s beautiful. You а аге quite good, for instance the horse. 
piece of paper, you must тА work on а larger scale, Tf you have a large 

W 1n proportion, but not make small drawings 
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оп а large paper. There is no sense іп it. (To a child) That’s very good. 
(To another child) That’s a happy work. 

Now..we have finished school for Easter. Next time we shall meet on 
18th April. “Т wish you a very happy Easter. During the first few days 
you won’t work much, but on the third day a desire for work will come 
upon you, and on the fourth day you won’t be able to resist working. On 
the fifth day you will actually work. You will make some beautiful things 
and you will show them to me ‘afterwards, as the S. children and Gertrud 
always do. Gertrud always does a great amount of home work. Trude. 
and her brother used to work at home too. I don’t ask for much, but I 
believe it is good to do a little in order to remember that one is an artist. 
And another thing: I warn you not to make things like F. As a rule he 
works quite well, but then school comes in his mind, and he thinks he 
should work here as he works at his regular school. But this isn’t a school. 
We are just young people who want to work without school. We have no 
marks here: Art’s aim is not to make something which others have done 
before. That’s bad. We want to do what we have experienced ourselves. 
An experience is always valuable. If Pepi, for instance, does his Luxi or 
hedgehog, that’s an experience and one recognises at once the close relation 
between Pepi and his Luxi or hedgehog. And that is something nice. 
Good is only what one has experienced oneself and with one’s whole soul 
and body. But it must not necessarily be something which you have seen. 
Gertrud looks within herself and finds there wonderful things which she 
must translate into reality afterwards. She has the burning desire to 
realise what she has seen within herself. And this is really valuable and 
not what one has copied from a picture-book. Now I wish you an 
‘Easter egg full of intelligence so that you stop copying. Child 3 May 
I copy nature ? Cizek: When you close your eyes, many things will 


occur to you. 


18th April, 1936 i 

To-day we shall have visitors from London and America. They want 
to see your work... So you should produce something beautiful in design 
and colour. The visitors then will say: “ They have colours in Vienna as 
nowhere else on earth.” Now we shall start with one colour and one brush, 
and shall make Spring. We shall make figures : father and mother and 
children. We shall make as many figures as we can in the space, all crowded, 
not every quarter of an hour a little man. They all want to come and see 
Spring. They will all carry flowers, beautiful spring towe or a bunch of 
flowers. Those who want may make very many flowers. Now, who wants 
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to start with blue? (Only a few children raise their hands.) Who wants 
to paint with brown? (Those who want to, get it.) Who wants to paint 
with yellow? Child: I want to paint with all the three colours. Child : 
Me too. Cizek: Now listen, how large will the figures be ? Who knows ? 
Child: From the top to the bottom. Cizek: Right! The figures will 
touch the top and bottom lines. Children, of course, will be smaller. First 
you must think, how big is the head, how big is the whole figure, how big 
are the legs and feet, and then you must work at once. You will draw only 
the outline, and don’t make the face blue ! Look here, 
a picture which is drawn with only a few 
a few strokes, and with the brush. ( 
Only strokes, no filling in! A picture 
painted. Iam looking forward with р 
shall have a nice exhibition, and the 1 
be surprised. 


(He shows them 
strokes.) You will draw now only 
Shows them a picture of Gertrud’s.) 
can be beautiful even if it is not fully 
leasure to your pictures to-day. We 
adies from England and America will 


25th April, 1936 


Cizek: What would you like to do? Child: Т should like to do a 
sunset. Child: I should like to do a zeb 
Before you go to sleep at night you have many beautiful ideas, and in the 
morning when you rise, many things occur to you. Then you turn over in 
bed and think : How shall I draw that ?—Now, this is the way to think, 
and you must tell me afterwards. And you should not be like pupils who 
wait until the teacher asks them to doa certain thing. You must think for 


yourselves until something occurs to you. Child: I should like to do, a 
woman buying flowers, Child: And I а у; 
Child : I Schénbrunn and 


the Gloriette. С) - i aw the 
Schönbrunn Zoo with all t Ба Yon houla like to draw 


he animals, Cizek: You haven't sufficient space 
v large. Child : I should like to make Riibezahl. 
Picture-book. Child : 1 ѕроша 
Ping from his country. Child: 

and the others: will make А ) s Ne 
meadow, decorated wi а spring festival, Children are dance in % 
ane E аара Over flowers, Mie ee 
rnelia’s ў у 
idea make little fleas, but large figures, so that 


mething whils girls skip around and 


t each other, 


1 А fairy-tale figure, 


ra talking to a horse „Cizek г 


ase of flowers with a feather.- 


ere are flowers. Now - 


“Neguses. Не must, 


CIZEK—‘‘LESSONS’’ 153 


gth May, 1936 

Cizek : We are going to draw the Ethiopian lion. How shall we draw 
the lion ?. A ten-year-old boy: А lion has a head, a body, and four legs. 
Cizek : A-lion Пав а big head, a huge nose, а big mouth, and eyes like a cat’s. 
Then he has a mane like an artist ; a smooth body with four legs and a long 
tail: At the end of the tail there is a tuft. Then the lion has huge claws. 
They are dear in Abyssinia. Little Marion has drawn many animals 
already, for instance, elephants, but her elephants have no trunks. (Cizek 
walks around. To a child) The Negus is beautiful. (To another child) 
Elephants are, drawn easily. (To another child) The elephant is all right. 
(To another child) You should make the Negus so that he touches the bottom 
line and no space remains empty. (Later) We will begin painting now. You 
will get nice paints, and you may paint as much as you can. When we have 
finished with the paints, we shall work with gold and silver. 


16th May, 1936 

Cizek : We shall finish the Negus to-day. You know that he has left 
Abyssinia and lives in Paris now. When he has become acclimatised, he 
will go to.London. Не has bought a house there already. And there his 
throne has already been set up. And the throne is freshly gilded. Now we 
shall finish our work. Many of you have only made a few spots with the 
brush—yellow and red—but a picture is only beautiful if it is full of colour. 
Do you agree? (Children : Yes!) T. will have finished his drawing first. 
He has begun a very nice Negus. It will perhaps be the nicest of all 
however, keep on and execute his drawing very 
neatly. f қ 
`. Now you must finish your pictures. Paint as much red and yellow as 
possible! Those who do the best Negus may use gold. You will paint 
his crown with gold. (Later to a child) This is worthless. You haven’t 
еа іп the outline, but merely dotted with your brush. You must make 
it more compact. (То another child) Begin at once to paint the head, nose, 
and mouth. Afterwards we shall have a discussion. (Later) I have been 
looking forward the-whole week to seeing the finished Negus. And luckily 
you have finished him to-day. Only T. hasn't finished him completely, 
because he has made a second Negus. It makes me weep when he starts 


a drawing so nicely and doesn’t finish it in the same way. He started the 
si 5 7 re: hk А ы 

: -awing of the Negus. I should have liked to have sent it 

анар Sea ae Now it is already too late. Child: Shall I 


to him on his way to London. Ai t 7 
draw another Negus? Cizek : Yes, you can start again. Child: And if 


it is more beautiful, will you send it to the Negus? Cizek. But you must 
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keep on until the very end with that clarity and beauty. Your previous 
drawings always were confused; true art is clear and beautiful. The 
ancient Greeks were always clear and beautiful. 

Martha, of course, used strong colours, and only later shé used a weak 
green. Fortunately, she used the green only in small quantities, and so 
it has a refreshing effect. In big quantities it always has a weakening and 
dulling effect. Therefore God made the meadows green so that the cows 
don’t get frightened. If grass were of a strong colour, cows wouldn’t eat it. 
This picture looks like a Madonna picture, but rather weak in design.—Now 
the two S. children. They sit very close to each other and one of them 
has copied. But I must say that she has painted strongly ; she used a 
strong red and a strong brown. The weak green occurs only, in small 
quantities and has a reviving effect. 
weak sky-blue, but the 
The design is poorer. 
many ideas that there i 


es the real proportions, which correspond to 
е proportions. When a child loses these right 
er to the scientific proportions of grown-up artists, 
Art remains only as long as the true proportions 
ted a black head, and out of the body grow four 


it to do four legs, Why? Because she is an artist 
An artist produce: 


rted with one 


the essential thing. Not nat 
her the leg is a symbol a 
she continues this ‹ 
is also right е k 5 long as she likes. What is logical 
Ta ee a oa God, she still has this logic. Her colour too is 
Ше een back if. They 
о ащ felt. These are herd ed not scientific 
Е а ау, th е i 
work has artistic qualities” This is the ee art, but one must know if a 


Cisive factor, not science, correct- 


.. 


" по“ meant,” the “ meant ’ 
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ness, or similarity to nature. Works which are full of art can deny all 
science and nature, And this is the significance of all the work here. And 
they have even a greater significance. This genuineness can be transferred 
to all school Subjects, nay, to the entire life. Only then will our life be 
moral when it is as a child’s life. Н 
Elizabeth has a tremendous heritage. Нег mother was а pupil here, 
she is an artist herself, and her children are full of art too. The heritage is 
rich and is creative because it is encouraged. If it is not encouraged, it 
slumbers. Strong heritage can break through, but it can be misguided. 
Our teachers, unfortunately, are guided by teachers. Over there is a 
teachers’ factory. There teachers аге manufactured ; out of ordinary men 
teachers.are made. And еу аге let loose among children, and according 
to inclination and talent, they encourage or destroy art. They who have 
no knowledge of the eternal laws of Child Art have no right to educate 
children. Only those who know what is hidden here and slumbering can 
have an idea of those qualities. —Bruna worked very quickly. She did not 
go асер enough. She only wanted to make a second picture. The first 
picture has all the qualities of Child Art. It is entirely creative. Every- 
thing she-does is symbolic, even if now and again she has the inclination to 
change symbols into copies. Copies are inartistic. The symbol is artistic 
through and through. В./5 work 18 very interesting. From the point of 
view of art everything can be justified. What she meant she represented 
with strong symbolism ; what she did not mean she only used to support 
the clarity of the whole picture. If here there were not things that were 
’ would be dull.—Pepi also has made an interest- 
ing drawing. There everything is symbolical, nothing a copy. He doesn’t 
want to copy nature yet. Everything 1s symbolical, in drawing as well as 
in colour, Trude and her brother help each other. Trude is one of the 
strongest personalities here. Everything she does she makes extremely 
strong. Everything with her is symbolical. Copying of nature only occurs 
if the art gets weaker. The weaker art becomes the more the disease of 
copying nature occurs, and replaces art. Copying nature is a sure sign of 
creative weakness. > Weak men imitate nature, strong men credue art.— 
Marion is a phenomenon. She has brought the not meant ” of the back- 
ground and the “ meant” of the figure to the same level. One is as 
valuable as the other. This equality of value destroys the strength of 
symbolism. Therefore the symbolism appears less clear. The whole 
picture is interesting as a splash of colour, but this is of secondary artistic 
importance. The main artistic element is weakened.—Marion’s colour, 
too, is beautiful, and would be creditable to a modern impressionist, 
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because the modern impressionist pays less tribute to the laws of creation 
than to the laws of appearance. 

George is a descendant of the ancient Egyptians. One sees it here quite 
clearly. Everything is like Egyptian letters and symbols.“ It is absolute 
art because there is absolute symbolism. There isnot the slightest imitation, 
and also the background, the “ not meant,” only helps to underline the 
“ meant.” —Pepi always has good ideas. For instance, he depicts the 
Negus as a red Tyrolean peasant.—Susi’s is the result of artistic decadence. 
Her work reminds me of Klimt’s. The whole picture is very beautiful, as 
all Klimt’s pictures are very beautiful. But it is the beauty of decadence. 
Why? She does not want the strength of creation, but only the effect of 
colours. That is of secondary artistic importance. She is swimming in 
colours and rejoicing in their sweetness.—F. is the opposite. He aims at 
creation. But he has overdone this figure ; that means there is more work 
there than creation. He has weakened the symbolism because he has 
divided it into several sections, each of which is of equal value. There are 


preserve her heritage she would be where we want her to be. 

In this second picture there are the same laws of creation. Vertical and 
horizontal lines are at the strongest angle; then there is symbolism, and 
everything is reduced to the most simple and essential form. 

Now we have erected a monument to the Negus. You see how a king 
or emperor incites imagination, How much occurs to опе! Perhaps you. 
will do something similar at home one day? But instead of a real emperor 
you will make one out of your imagination. But keep on until the end: 
ЖАЛЫ you represent and create what you have imagined. This is 

sential thing. And І must say it and Say 1 again: Do not copy 
nature! You must be guarded from this as long as possible, 


23rd May, 1936 

Cizek: I should like to sa 
oe ae oe о (the Negus on his 
who were quite thrilled wih ene like to Praise especially two girls 
to them too small, 545. Because their last pictures seemed 


сы. \ . атбег ones. Child + IN іп- 
bow very much. Cizek- That’s no rainbow ; that’s the ci, ЖЕ 


has nice colours and is well filled. When the Negus sees to London now 
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we should send him these pictures.—As а reward for your nice pictures of 
the Negus we shall rejoice to-day by doing what we, individually, want to 
do. So every child will do the subject he personally chooses. And each 
will paint withthe colours he likes, not with those that are put in front of 
him. Child: I should like to make a very big drawing. Cizek: You will 
have to work hard to finish a large paper.—Now, if you are given a large 
paper, you must make large figures, of course, not fleas. Why do we work 
on such a large scale ? Child: Because it doesn’t take so much time. 
Е.: In order to paint it more easily and to be able to see it better. Cizek: 
Е. rightly said in order that it becomes clearer and to be able to use more 
colours in the large space. Child : So that not so much paper is wasted. 
Cizek : So that we learn more. The more we learn the larger we draw. 
Therefore draw large and clearly. And we shall use the paper well, and 
shall not leave empty spaces of even an inch. Now begin, so that we can 
be finished by four o’clock. Then English visitors will come. We shall 
have a talk with them about the Negus pictures. So now draw first, and 


later we shall paint. 


6th June, 1936 
Cizek : The few more lessons that we shall have this term we shall use 
well, I hope. And we shan’t stay away. Child: I always draw during 
Cizek: I think you always want holidays. We don’t need 
holidays. We like working.—To-day we want to make something especially 
beautiful, What is the season now ? Child: June. _Cizek : Yes, June 
-is the name of the month. But what season? Child : 1936. Cizek : 
What season? Child: May. Cizek : Let’s turn to Elizabeth. Elizabeth 9 
1 don’t know what comes after May. Child: June. Trude: The spring. 
Cizek: Now then, spring. Do you know the names of the seasons ? 
Child : Summer, autumn, winter, and spring. Cizek : First comes winter, 
then spring, then summer, then autumn, and then winter again. We have 
winter twice. The ancient Romans were very clever. They started the 
year with the first of March. So their vinter was in one. Our winter is 
divided. There is a part of winter first, and a part of winter at the end, and 
between ‘are spring, summer, and autumn. As a mater of fact, there is 
winter throughout the year, except for a few months. Now what grows in 
spring ? Child: Cherries. Oe ғ ce ae a A а ae w 

Қ 1 7 ree with cherries. С yw ak 

ыы g pre: Se, And the rest is left to you. Child: 


arden in which are stra 
lass T drai the Negus beneath the cherry tree eating cherries ? Cizek : Why 
the Negus ? Child: Because the Negus likes eating cherries. Cizek 


holidays. 
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Yes, you can add the Negus. It’s quite good if each one draws his ехрегі- 
ences beneath the cherry tree. For instance, someone has a dog, and the 
dog’s name is Luxi. Luxi can eat cherries as well. Another one has a 


Luxi sniffs the cherry and eats it.—Now begin the cherry tree ! Take the 
paper lengthways. (Shows how.) And draw to the topedge. T., ofcourse, 
will make a “ flea tree.” And beneath it, instead of men, fleas will hop 
around. That wouldn’t look very nice. Therefore I should like you to 
begin at the top edge. The top of the tree must touch the sky. 

(At the discussion) Some of you have done good cherry trees. Next 
time we shall draw with the реп, and then we shall paint it. Now it would 
not be sufficiently clear—Marion has done her tree very well. The branches 
spread in all directions, not only vertically and horizontally. Jorum’s is 
not so clear, and she shows much naturalism. 


13th June, 1936 : 

Cizek : To-day Elizabeth has shown me an exercise-book in which are 
beautiful drawings. She has done flower festivals, a violet, a rose, a mar- 
guerite, a narcissus, and a tulip festival. They were fine and not too big 
pictures, because smaller pictures can be more easily executed. “То-4ау 
Wwe are going to draw such small pictures, straight away with the pen. We 
shall, so to speak, write the pictures down-at once. The class will be 
divided into two groups. Those at the back are the second group, and 
those in front are the first group. The second group will draw, and later 
perhaps paint their pictures, The first group will make the following. pic- > 
ture: In the background there will be mountains and on their slopes little 
houses. The sun will be in the sky, and it will shine warmly on those 
houses, _ The sun will shine as beautifully as to-day. At the foot of the 
mountains are little gardens. They are neatly fenced, so that the flowers . 
don’t spread into other gardens. In these gardens there too may be little 
houses and fountains. There we shall draw men working. And little dogs 
ИЛЕ about. Goats аге bleating, Sheep аге grazing. Hens are 
Child: But Pepe cnet that: Апа Pepert wil draw Sis hedgehog 
3 e. Cizek: But I ing ver 
Important : you won’t fill in. wit] pmst Nae fal oe ee 

1 the pen, but make only thin lines. 


27th June, 1936 


о. а peed удав lesson. We shall make to-day a picture of 
се Ш, full of Joy because we have learnt so much, and 
Х as 50 beautiful. (Later) Now draw the school there. (Shows 


2 
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it.) And here make the children leaving school in a hurry. And there is 
a reason why I advise you to take the block longways. The children come 
from the,top and ғап towards the bottom. Now I have already a few 
very nice drawings. 

(At the discussion) We had a cheerful task. Our children are happy 
because they do not have a report. I met to-day a former pupil. She 
used to bring me on Saturdays a pile of drawings. You have brought me 
almost no drawings to-day. Then a doctor visited me to-day. I told him 
that you were bringing me hardly any drawings. І am ashamed to have to 
say that in front of so many foreign visitors. But there are exceptions. 
Gertrud is a gôod child and she brings me drawings regularly. I am going 
to show you the nice pictures which she has brought me to-day. She has 
painted glass as they did in the fifteenth century.—The S. children, too, 
have brought me drawings. And even Willi once brought me a large 
number of pictures! And there is a certain Anni here. She is living in 
the same house as Willi, and she brought me nothing.—Trude draws well 
if she is in a good mood. This is, of course, difficult in this great heat.— 
George has drawn a school. The school was very nice as long as it was full 
of pupils. , Now when the pupils have left, it is nice no longer. The school 
is very sad at being deserted by its pupils. George has drawn the pupils. 
They are boisterous. Now, George, you will draw strongly during the 
holidays. Child: I have pressed with such strength that my pencil has 
‘broken, Cizek: You will learn to draw in such a way that it does not 
break.—Peperl, too, has made the children very nicely. The children are 

‘putting their hands up. That conveys joy.—Cornelia is going into the 
- country, where she will recover from her nervousness due to the heat. In 
her drawing everything is confused as after the battle of Addis Ababa. 
Next time she will arrange it nicely.—Cornelia ЕТ only drew a school with 
my pen.—Cizek : Gertrud has done a very nice drawing. Her school is 
quite modern.—In Bruna’s drawing one can see how the children really 
enjoy the long holidays. One can see in their faces that they have long 
holidays. The movements are good.—T. has made ап “ international ” 
school, What is.that? T.: It is a school where there are different 
nations. “There is a Japanese, a Chinese, a Red Indian, and a Negro. 
Only one from each nation.—Cizek: Each nation 18 represented by one 
pupil. T.: There аге only three, the others having run away because 
they had bad marks. Cizek ; Fr. has made an old school. Only girls are 
leaving the school ; the boys are probably still inside.—Martha has drawn 
the дна as they аге. І should like to give Martha a little advice for 
the holidays, advice which may be helpful te the others as well. Martha 
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should make the figures as she imagined them, and not try to do them as 
they аге іп nature. Do you understand me? М ағ һа: Yes. Cizek: The 
vivacity of the children is well гергеѕепіеа.—Е. has made а very good 
drawing. His children are not as boisterous as Martha’s оғ Bruna’s, but 
very serious. He shows а. certain amount of progress because he doesn’t 
try to copy nature, which is beyond his capacity in any case: Nobody can 
copy nature. And nobody should copy nature, because that means an 
attempt at recreating which will fail. —In S.’s picture the children are 
leaving with their parents, which is a good idea.—Marion has tried to repre- 
sent them leaving school in a hurry. And so her figures became confused. 
But it doesn’t matter. When Marion is calm again, she Will be able to 
draw her figures. < 

And now I wish you happy holidays, During the first few days you 
shouldn’t draw. You should run about or bathe or lie in the meadow. 
You shouldn’t study at all. But gradually time will become dull. Child : 
Not forme! Cizek: No, not for you. But perhaps for others. And so 
you will take a piece of paper, and a pencil, and you will draw something. 
But by heart, not copy! Not by lying down in the meadow and copying 
the grasses. There is also no sense in copying the sky. And if you have 


done many drawings, bring me some of them. I should be very pleased 
to see them. + 


10/0 October, 1936 


Cizek : I am glad that you have all returned. This year we shall make 
beautiful things. The new pupils will sit in the front benches. And they ~ 
will draw to-day what they wish to, but. perhaps оп a small scale. The 
old pupils will draw on a large scale, and also do as they wish. Orly one 
thing I should like to бау: Don’t make the figures small! I should like to 
have figures as large as the paper, Why should we draw on a large scale ? 
Who remembers ? Child : Because otherwise one can’t paint the figures. 


Cizek : So that we have a great amount of space to fill in with paints. 
And we must make 


who do Something very beautiful will 
very big things. You can draw, 


the children hurrying to school ТІ i 
; hose w] 7 ПІ; 
them out. It would be nice, for i оон ents going 


£ ў Instance, if yo ts goin 
to town in a cart. The child is sitting a oes tne сул. 


horses, the cart the coachman th г 
55, ; » the parents, and the chi <i may run 
behind. Now start at once ! I am already curious Fir oci ы 


д, 
=p 


_of time, The old pupils can draw this too. 
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(Later) I am going to tell you a nice story. But you must continue with 
your work. We have a pupil whose name is Trude. She has brought me 
marvellous work. She has drawn so many pictures during the holidays 
that she»had to bring them on a “bus. She has brought numerous 
drawings, and each one more beautiful and more carefully executed than 
the previous one. Gertrud comes here because she wants to come with 
all her heart. Gertrud could be a model for you. In former years children 
came here on Saturdays with a large pile of drawings. It took me two 
hours to look at them. But that is no longer the fashion, unfortunately. 
They have to do too many things in school now. So the children get tired. 
And they no tonger want to draw at home. In school, if nothing occurs to 
them, the teacher tells them: “ You must do this or that.” Tf one really 
wishes so, something always occurs. If one doesn't, nothing occurs. Some 
have so many ideas that they haven’t sufficient paper. The ideas must 
come out of the head. Those who don’t like drawing and for whom drawing 
becomes dull will themselves become dull. Therefore take Gertrud as a 
model! She does glass painting. She paints on glass and puts paper 
behind it. 

(Later} Now we will turn the paper and draw longways. That only 


applies to the new pupils. They will draw a gentleman or a lady with a dog 


longways. The elegant lady has a dog whose name is “ Schipserl.” Child : 
Our dia is called «Schipsetl,” too. Cizek: One must be able to see that 


te. ! You have plent 
the dog r to the man or woman. Now goon plenty 
og really belongs to But those who don’t want to 
do this may continue their former drawing. And don’t forget to put on 
our names ! а ж.т. 
a Э р за pupils have been admitted. Next time they will bring the 
fee of 18s. for the first half-year’ 


17th October, 1936 i i 
Сағы: Te you are divided into two groups. First, second, and third 
bend D 1 to the first group. From the fourth to the seventh bench is 
5, DEORE tO ill draw with pen and ink. You 


the secot + The second group м1 1 2 
АА ры. САРА with the pencil first, but you will write down, so to 
en. 


: с I should like to see how you can “ write.” 

с ev our 3 3 
Vo 815,69 КО s Я k animals; fish, butterflies, birds, trees, whatever 
vie > ite letters? Cizek: You didn’t listen, 


i 14: Shall I draw or wrl 
mae “ write’? men, animals, etc., and not letters. Here we 


don’t learn how to write letters, but neither do we learn how to draw, as so 


1 The poorer children paid no fee, 
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many people think. Here we create, that means that we express that 
which is within ourselves. You will create and not draw. Drawing “is 
something different.—The second group will do other work. They will - 
continue painting what they started last time. Those whd have begun 
something beautiful will get a larger size to-day and can paint it with fine 
colours. (То a child) If one wants to paint, one must make big figures, so 
that the colours have sufficient space. You must think practically. 

(Later) If you make a figure, you must do it in this way: The neck 
extra, the body extra, the legs extra, the arms extra, not the whole thing 
in one line! We must draw each part separately. Do you understand ? 
(Some children: Yes.) Cizek (to a child) : One mustn’t driw two things 
one on top of the other, because it destroys their clarity. With large figures 
one must draw clearly and distinctly.. So that one learns a lot. (То another 
child) Here one mustn’t do zigzag trees as they do in schools. There are 
no zigzag trees. Trees consist of a trunk, branches, and twigs. Pine trees 
have needles. Zigzag trees grow in schools. But they are severely for- 
bidden here. Here we must think: What does a tree look like ? A trunk, 
then we draw branches, then twigs, then leaves or needles. That is the way 
a tree is built up. I haven’t seen a single zigzag tree іп а wood. We do 
trees which we have experienced ourselves, under which we have walked, 
where squirrels frisk about. (To the second group) Those who draw on a 
small scale will not be allowed to paint. The next time only those who 
have drawn on a large scale will paint. Small things cannot be painted. 
The brush goes over the line. You must realise that. 


24th October, 1936 


Сізев: Now you аге going to draw а figure. (Shows а block.) Фо 
large that the head touches the top edge and the feet the bottom. (Toa 
child) Did you understand me? Child: Yes. Cizek: And of course 
you mustn’t make flea-figures. So make a тап or a woman with а, large 
head. And the feet must stand here. That is what we are going to draw 
it) ee must be large enough to fill half of the paper. (Shows 
full Te оте make large, nice heads ; later we shal! paint them beaut 

7 6 paints are already prepared. Of course, we shall not make 
ас ia A ng man walks about, eats, angi БЕ 

: 5 eat or cough. Those who make very small hea 
ele ee LN (Later) Now comes the most Leautiful ge 
of the paper, Сьв AR paint flowers and blossoms on the other hal 
most beautiful colours E down, and the flowers will glow with the 

; v ‘arge will the blossoms be? Child: As large 
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аѕ а Папа. Cizek: It can be as large as a fist. But I will explain it more 
` clearly. The blossoms should be sufficiently large to enable us to use many 
colours. - Begin! Those who have drawn the figure in the middle may 
draw а flewer on either side. And how large should it be? Child: Ав 
large as the whole paper. Cizek: Or from top to bottom. Bees and 
humblebees are flying towards the flowers. You can paint the honey as 
well. (To a child) The stems should start in the earth and not be suspended 
in the air. (To another child) You must outline the body, otherwise one 
will be unable to see it clearly. Most of you have drawn the figures too 
weakly.‘. You must outline them. Because if there are colours on weak 
lines, опе сапһзоб see them. Therefore do outline the figure! (То another 
child) That’s beautiful! Now you can put something in the middle of the 
blossom, Child: In the middle І shall put a bee eating. , Cizek: And 
another one flying near which wants a nibble. What do bees drink ? 
Child : Honey. _ Cizek : Nectar !—And then you will outline more strongly 
the face. қ А 
Now you are given the paints, and you сап paint with red what appears 
to you to be red. And don’t make only a few dots of red. Red is the most 


beautiful colour on earth. 


7th November, 1936 : 

(То the second group) І should like you to do bigger work. We shall 
take our easels, and paint there, so that we may learn to work on a larger 
scale. Choose your own subject. You will get sketching paper. If the 

‘sketch is good, you will make it larger. But fleas are forbidden. And 
nothing from picture-books, nothing copied ; you must invent things for 
yourselves. What is nicely done will be painted. (To the smaller group) 
pond there in which there are fish swimming. What 
Child: It is long. Cizek: Апа at one end of this 
he other end is a tail. Above and below there 
are fins. The fins are the feet of the fish. The pond is full of fish. At the 
edge a boy witha fishing-rod is standing. A fish bites the bait. Those who 
сап count up to ten‘may make ten fish. Those who can count only up to 
| three may do only three fish. Child ЗЭ! сап count up to more than ten. 
Child : I can count up to twelve. Cizek: You can make twelve fish, then. 
I am very anxious to see the fish. Start quickly and surprise me ! (Later, 
showing a block) This block is the pond. In this pond fish are swimming. 
If somebody throws in crumbs all the fish will swim towards them, because 
all fishes would like to have them. That is how you should draw it. (To 
the older ones) Those who make small figures won’t get an easel. (To the 


Now imagine there is a 
does a fish look like ? 
long body is a head. At tl 
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younger ones) What does а fish’s eyes look like? Child : Like an O. 
Cizek: Who has noticed that fish have scales ? (Nebody.) Who has 
noticed that the scales are neatly arranged in rows? You must learn to 
understand that everything in nature follows eternal laws. Scales will 
always grow in the same way as long as the world is in existence. (To an 
older child) Put more in. It is too empty. (To another child) That’s 
nothing.. You should do big figures. (To another child) Put much more 
in! (To another child) Don’t do things which you remember, but things 
you invent. (To another child) The figures are much too small. Nobody 
should make small figures. (Later) An American girl: I can count up to 
a thousand, but here are fewer fish, only sixteen. Cizek : You must draw 
flowers around the pond. Nobody thought of that. Nicé’ flowers always 


grow where there is a pond. (Later) Next time the other group will work 
at the easel. 


14th November, 1936 


Before we begin I should like to show уоп a picture. (He shows a picture 
of Doubleday.) This is the battle of Crécy in І 346. That is a long time 
ago. The English fought there. The blue ones are the English, and among 
them is King Edward III, not VIII. The King is fighting the French. 
Here is the famous windmill of Crécy. ` Тат showing you this picture because 
it is done bya pupil of mine. Doubleday is a painter in London and has 
an art school there. He has many pupils and they are trained there in the 
same way that Doubleday was trained here. Не painted this picture when Е 
he was twelve. N Ow we are going to send him a picture. Therefore we are 
drawing the fish to-day. Last time we drew them. To-day we shall cut 


them out of coloured Paper and paste them. You all know what beautiful 
colours we have, 


paint some fish wit 


If you do three fish to-day, that is enough. Child: May we do a fisherman 
too? Cizek: To-day only the fish, First you will cut out the body, then 
comes the tail, then come the fins, and behind there are other fins. The 
four fins are the four legs. ТЕ this is done, you may pastè the scales. Yov 
ifferent colour, Begin! Don’t draw anything 
Paper? Now come here! ` (To the older ones) 
paint who did small ун you started last time. But nobody will 
a piece and paste it on. The older ones will draw 
(To the smaller ones) You have made 
ever seen herrings? Have you seen a 
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gold-fish ? All children: Yes! Cizek: You can make a gold-fish. (То 
the older ones) One boy drew two knights. He shouldn’t have done it 
because .he hasn’t experienced it. He has simply copied things from a 
picture-beok. That’s forbidden here. You must draw only from your 
inner experience, and not copy from picture-books. ; 


21st November, 1936 

Cizek (to the smaller ones): Now you continue with your fish. In 
most drawings there are no fish. There are a few, but they are swimming 
round singly. We must put in the missing ones. (To the older group) 
Only those who have drawn their pictures very carefully will paint them. 
Those who draw carelessly will not be permitted to paint. The clothes 
should have a pattern, the trousers should be striped, and the blouses 


embroidered. 


30th November, 1936 
Cizek (to the older group) : You will hold the block in this way (shows 
it)—longways, and you will draw two figures, from the top edge to the 
bottom. .Don’t begin in the middle and finish in the middle! You are ` 
asked to create. You can make what you like. It may be Santa Claus 
and “ Krampus,” it may be father and mother or grandfather and grand- 
mother. That is, you will draw two figures beside each other. Those who 
have done it best will be allowed to paint. (To the smaller ones) You drew 
fish. Now you are going to model some. You will get some nice material. 
` With it you can make red, blue, green, ог yellow fish. Each child can 
choose his own colour. You can make yellow fish, for instance. There 
are yellow fish. And you can give them red fins. , Their eyes сап be 
blue, and the scales perhaps green. Just as you like it. There are green 
fish—the trouts—then the blue carps, and gold-fish are red or yellow. 


There is no air behind the figures. І can feel that there is no air. It is 
; on it what I like. You must think artistically, not 


paper, and’I can draw ( 
naturalistically. We don’t learn natural science here. 


5th December, 1936 ` 2 
(All the children have got clay.) Cizek : To-day you have clay. This 


i i terial. So if you press with your thumb or nose, it yields. 
The who ‘don’t believe it may try. Child г I have already tried it. 
Cizek: Clay has a quality ог destroying bacteria. Therefore it is a 
healthy material. One of the reasons why we use it is that there is so 
much scarlet’ fever about now. We shall make little clay figures for joy. 
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Those little figures have heads, necks, bodies, arms, and legs. On the 
arms are hands. And what is on the hands? Child < Fingers. Child : 
Five fingers. Cizek: Yes, several fingers. More than one finger. You 
can make a man or a woman. Child: May І make ап animal? Cizeh : 
Now begin and make your little figure. “It makes no difference what kind. 
It should not be a cobbler or a greengrocer or a clerk, it should just be a 
little man. One should not be able to see that it is a Mr. So-and-so. It 
should be just a nicely formed little man. ` Child: May I make a rider on 


а horse? Cizek: You should make a little figure. Later we shall make 
animals, 


47 
12th December, 1936 í i 
Cizek : Now the older ones will get a task. I had a wonderful experi- 
ence. It was on Santa Claus Паул ‘Two Santa Clauses and two 
“ Krampuses ” came to our house. One pair went up to the upper storeys, 
and the other pair to the ground- and first-floor. I was working when 
suddenly I heard frightful shouting. I opened the door, and I saw in the 
corridor “ Krampus ” beating some children. Now I should like you to 
` draw “ Krampus ” thrashing children. The children resist him and pull 
his tail. << Krampus ” turns round and tries to hit them with his broom, 
but a few boys have entered his basket and are pulling faces at him. The 
1 at you should paint now, and straight away 
with colours, and without much drawing. “ Krampus ” may be as big as 
the whole Paper. Child: Must we do Santa Claus as well? Cizek: No, 


only “ Krampus.” He was as black as the devil, and he had a long tongue, ~ 


Breen eyes. He had a golden basket, and a birch broom, which was bound 
together with a red ribbon. We shall have an exhibition of the finished 
pictures, 

(То the smaller ones) You will have the block lengthwise. You will 
will begin to paint straight away what you. like. 
; but big ones, or trees, perhaps Christmas trees. Do 
do it on a large scale. And start painting at once ! 


То + ве 
children and Ба a о the older ones) Your Krampus should beat й ; 


ove his hands and feet. 


(They are modelling in cla 
shall model with clay, and a 
we shall make the body, then t 


Cizek > Don’t bang on the table ! We 
the figure as a whole, but in parts. First 


he neck, then the legs, and finally the arms, 
2 6th December, ; 


as 
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hands, and the rest. Only when you are much older and have learnt much 
more will we make forms in one piece. Pointed things like a pointing 
finger or a very long nose are apt to break when the clay dries. Therefore 
опе should not make them. One should do nothing which projects too 
much, One cannot make out of clay everything one wishes, but only that 
which the clay permits. The clay dictates its treatment. That’s what 
you should learn. (To other children) You can choose what colours you 
like for embroidery. You can make black faces, or red faces, if somebody 
is excited. Child: Red Indians are also called Redskins. Cizek: There 
are people with blue faces when they are cold, or green faces if they are 
envious, and:yellow faces. Child: If someone has jaundice. Cizek: Like 
Chinese.” There are faces of all colours. (То a child) We аге not going to 
stroke the clay, but press it with our thumb. Then it will become nice. 
One feels the work of the hands. But if you only stroke the clay, it will 
not become sufficiently clear. And the different parts must be well 


connected. . 4 
Next time we shall meet on January gth., And now I wish you a Merry 


Christmas ! 


gth January, 1937 l i i i ) 
Cizek : I know that Father Christmas brought you nice things. Child : 


Yes | йа: ot a doll’s kitchen with dishes. Cizek: I know. Now 
лылы ma ane a very interesting task. We shall take the block long- 
ways. (Shows it.) And we shall draw an oblong. ГІ tell you a secret. 
' ` Thẹ oblong represents a court. Do you know ‘ya a court is? (Child : 
Yes.) Who doesn’t know what a court is? (Nobody.) A court is the 
free space between different buildings. We shall draw а house above. 
It may be a villa, a little castle, or a farmer's house with a big roof me 
chimneys. Now we shall do the upper part of the house. : (Later) Listen ! 
You shouldn’t make the roof project. The roof shouldn't be larger than 
the main body of the house. That’s much nicer.—It ae if 
the ground-plan of the house is not exactly square. | tee НЯ ten ee 
Jike that. A peasant builds just as it occurs to him. а he is ng ht. 
Those who are not gifted, take the ruler. (Later) Now we 50 T Tost 
of you have done the house quite nicely and have decorated it richly. One 


le are living in them, perhaps the Duke of Windsor. 
те ee а аа the house of the Duke of Windsor. 
R of va has lephant, he will put it in the stables and not in his drawing- 
Af a Duke has ап «Кер : t the right side of the house ; that’s 


j 7 Il draw the stables a ! 
e үлы eri x Horses and cows are there. Аге the animals already 
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looking out of the stables ? (Later) Now the house, villa, or castle is finished 
and so are the stables. At each window an animal is looking out, for instance, 
an ох, a cow, a donkey, a hen. Now comes the barn. ‘What is a barn ? 
Child : That’s a house of wood where wood and hay are stored. Сер: 
Yes, it can be of wood. In countries where there is a lot of clay it may be 
made of bricks.—Here is a house without any window. It has only a big 
door. Through this door the carts go in laden with straw, hay, or corn. 
Tn this house all these are stored for the winter. Later the corn is ground, 
and out of the flour cakes are made, 


16th January, 1937 


Cizek г We have finished the court. We have turned #4 block round. 
Whatever one draws, one can turn the block round how one likes. The 
old masters used to turn their drawings round, What shall we put in 
the court ? Who knows ? Child : Animals and men. Child : A peasant 
woman. Child: A cat and a dog. Cizek: In the middle of the court 
there is usually a dung-heap. Do you know what that is? Child « Where 
all the manure goes. Cizeh - On the dung-heap hens run about. They 
are scratching for worms. The hens strut on the dung-heap. The chicks 
walk with them. The cock crows for joy because the hens have found some- 
thing to eat. Beside the dung-heap there is usually a fountain where clear 
water comes out. There are no water-pipes in the country. Pigs are run- 
ning about. Somewhere there is а dog’s kennel. And beside the kennel 
there is Puffi. Child < Or Ваги. Cizek; 
The dog will keep watch to see that nobody steals the hens. Of course, 
there are also men walking around. Some go to the fountain, some carry 
dung from the stables to the dung-heap. You can draw a lot of things in 
this court. Begin at once ! (Later) The dung-heap is a mountain. (Later 
i ing of a manure-heap that was done years ago.) 
ns running about. On top is the cock. 
is feeding him. He opens his beak so wide that the food 


ikes the food. It keeps him quiet. Here 
you see the small hens flying about. They P q 


is the heng’ roost, There 


Mrs. is sitti hatchin, 
eggs. That’s all very nicel he, Нел is sitting and ha 5 


y depicted. This child had ideas. She did 

a а A fall po say: ет don't know what to do.” She did not ask. 
Sane che р of ideas, Something always occurred to her. And the 
very пісе manure hear 201. (Walking round) Tho child has done a, 
Т ae eap, fountain, and dog. The dog is keeping watch to 
nothing happens, Now there are empty corners. Would you 


Everyone will do their own dog. 1 


would like something to eat., 


ейін 


"15 Gestaltung ? Does anyone know 


7 created and formed. Thats what you must learn. 


Ampoverishes. 
staltung ” makes the wor 
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not like to make trees and bushes in these corners? Do fill the corners. 
Those who have no ideas should make a peasant and his wife. (While 
walking around, he says to most children) Put trees in the corners! (Later) 
Now be quick. We want to begin colouring. Who has finished the outline ? 
(To the ten- to fourteen-year-old ones.) I am not very satisfied with 
your drawings. You bring me too many things from outside for which 
we have no use. That’s all that terrible caretaker’s naturalism. Those 
who produce art are walking iri sunshine, and not in the dark of vulgar 
people. We don’t want you to bring this vulgarity from your schools. 
That’s all right there. There they give marks and correct. There you 
can make things like that. But here is a temple, and you should do that 
which is the highest within yourselves. That is realised here in lines, forms, 
and colours. So don’t make things as they really аге, but as you can make 
them. That’s art. Those who want reality should со %о the technical 
school. They can learn photography there. And there they will get 
reality. . : 

We do not make reality here, but truth. We represent the truth as 
we believe it to be, and as we must represent it according to the eternal laws 
of creation, and not according to the laws of caretakers and servants. 
By the>way, those maids often understood more about art than artists. 
I mean bad artists, who mix nature with art, who believe that nature is 
art. We want to avoid that. There are thousands of schools for that kind 
of art. We don’t need to be the thousand-and-first. Otherwise we should 
be superfluous. But we are not superfluous. We do “Gestaltung.” What 

? Nobody. I believe that you don’t 
know it. Most of the drawings that I have seen are not 2 Gestaltungen X 
(Shaped, formed), but copies of nature. Copies of nature are never Gestal- 
tung.” “ Gestaltung ” is what I imagine with my eyes closed. That 5 
Gestaltung. Those who go out and copy nature are not artists but copiers 
of nature, Artists are those who shape nature, form nature, make this form 
express and impress their will on this form. Those are the artists. In 
such a way Rembrandt painted his landscapes. All the famous Dutch 
painters have shaped nature in this way. They have placed nature under 
their artistic will. Diirer hasn’t copied his marvellous landscapes. He 

Р You must learn 
“ Gestalten.” But don’t make inferior copies of nature. Every “ Gestal- 
tung ”--еуеп the most simple one—is more valuable than the most faithful 
сору, because “ Gestaltung » comes from within, enriches, whereas copying 
Copying makes rich nature poor. Every individual “ Ge- 
18 richer to its extent. And therefore we shall 
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have a class work every two or three weeks. Then you will “ gestalten.” 
And because it is now carnival time, full of balls and_masquerades, we 
shall make something connected with it. We shall make two figures. 
(Shows the block.) You take the block and draw a man and a woman. 
These two are quite satisfied with their mere existence. You will draw 
the figure in such a way that_you make the head separately, and also the 
neck, the body, the legs, the feet, the arms, etc. You will build up the whole 
figure .out of different pieces, and not the whole figure in one piece. I 
don’t want to see a figure in опе line-—When you have finished the drawing 
of the two figures, you will clothe them, but not with existing costumes, but 
with those of your own invention ; no copies of rococo costumes or picture- 
book drawings, that means things which you did not invent yourselves. 
You will begin with a man’s or a woman’s figure. You may draw at once 
with charcoal. The charcoal drawing will be sprayed with varnish—when 
it is finished to the last detail—and then you will paint with tempera. The 
drawing should be finished in thirty minutes. Ойеп those who can’t draw, 
start with a group of forms. -That’s forbidden. Details must be put 
together. Then, don’t make the heads too small, because there would be 
no room for colours. You must not forget that. When you have finished, 
we shall have a discussion, and we shall see who has done the best work. 
(To a child) I did not tell you that you should make soldiers, but masks. 


23rd January, 1937 
The subject is ‘ trees.” 


30th January, 1937 
Cizek : Before we start drawing to-day I should like to say a few words. 
Twenty-five years ago my first assistant, Miss Kolbe, felt ill. She went to 
the hospital and realised that she would never recover, On her death-bed 
she told me: “Те was so beautiful in the Juvenile Art Class. I should 
will be as enthusiastic as myself. The only 


one possible is Miss Staudek,” So Professor Staudek came to us twenty-five 


years ago. And to-day we ce 
entrance. And we shall welcome her a 
years ago. We have enjoyed her activit 


yanda territory which embraces all mankind. 
Most teachers know only what 
hey are expected to know, Professor Staudek 


= 


a 548 
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helped to find clarity, so that everybody who deals with Youth knows 
what to do and how children should be guided. I thank Professor Staudek 
for her courage in this struggle for eternal truth. What the children do 
here is Ged-wished, it is innate, and they must do it. The world becomes 
richer because of it. Whoever makes something good makes the world 
richer. Those who do bad work do harm to the world. She always en- 
couraged the production of good things, and especially in her own sphere 
of textiles, I am very fond of textiles. But only the talented should be 
permitted to do textile art. Those who do textile art here are chosen for it. 
It is in textile art, more than any other, that that which is: God-wished 
and innate within all children is revealed. In no other medium does it 
become so clear. W hy 2 Because textile art prevents superficial working 
and encourages the rhythm of work. This rhythm is innate within all 

_ children, This rhythm weakens in adolescents, and disappears entirely 
with adults, because they discourage it and their profession absorbs it. 
But children have this rhythm within themselves. You all carry this won- 
derful rhythm with you. And this rhythm is nowhere revealed better 
than in textile art. Because textile art keeps off the copying of nature it ` 
plays an important réle in Child Art. We thank Miss Staudek for having 
tried otit those things, always following the eternal laws of creation in mater- 
ial. The work and material become a unity, and in addition to that there 
is the unity of the child, which is a psychological element. It is unity 
which makes a work of art. Look at the great works of art—there is always 
а unity within them. And the same thing applies to Child Art, as far as 

Е is uninfluenced by grown-ups. It is a sin if adults disturb this unity. 
It is a forgery of documents. Miss Staudek knew how 19 let children work 
in’ their own spirit and not under an alien influence. We thank her for her 
sense of duty, her devotion, and her joy in work. She сабаи: from the 
very beginning that there is no question of mere play here. We hope that 
she will be able to carry on with her work happily, and that she may see the 
day when my work (my “Last Will ” +) is finished, which is supposed to 
be something unique and which perhaps never will be E But it 
should come to some kind of an end. And I ask Miss a to work 
with me towards this end. I thank her again most heart y. 

Miss Staudek: І thank Professor Cizek for the kind words. I have 
always the feeling that I have done nothing here. Сідей: All the modest 
men who have accomplished something have had this feeling. They always 
think they should do more. But we can all be very satisfied with the work 


s working on his 5 
ty Press had supp 


ы Ё “Work ” which should contain all he knew about 
1 For many years Cizek wa lied the funds for paper and printing. 


Child Art. The Yale Universi 
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Miss Staudek has accomplished. Miss Staudek : My most ardent desire is 
to be able to help with the work. Ф. 

Cizek : Now we аге going to celebrate this festival, which isn’t one, with 
drawing. You have a frame and within it you will draw a festival. You 
should draw a procession of children. You have purposely been given a 
smaller frame so that you can finish the drawing to-day. You will draw 
children marching towards Miss Staudek. They all carry bunches of 
flowers. Some carry wreaths with the inscription : “ Twenty-five years.” 
Those who wish to may write the date : Ist February. Or you can make 
something special. Just what you like. Two or three boys ‘аге carrying 
a huge wreath. The girls may make a big girl being carried by three girls. 
One can make a great variety of things. You can depict for yourselves 
this festival in your imagination. So begin! Those who wish to may draw 
Miss Staudek. Now begin! (The children shout and throw flowers at 
her.) (Later) You don’t need to make many children. If there is sufficient 
Space, you can draw more children. А picture like this is only beautiful 
if there are a great many children. 

(Later) Now each one has made a picture. 
blanks in the small frames. Even if I gave you only a quarter of an inch 
Square you would leave half of it blank. (Later) Those who have outlined 
their drawing must improve it with a pen. Don’t spoil work with your pen, 
but improve it! That’s the reason for pens. Next time we shall work 
with new colours. Those who have enough roon 


1 п аё the edge may draw 
birds or flowers there. Or the birds may be bringing congratulations, 


But there are still many 


13th February, 1937 


Cizek : To-day is the last day of term. Imagine’ you have got your 
report and аге bringing it home. Depict on your paper what occurs ! 
One child has a report with only very good marks. What will mother do ? 
Child : She will rejoice. Child : Rewards! Child - The mother will look 
surprised. Cizek: The mother will бау: “I couldn’t imagine you being as 
good as that.” And father will give you a kiss, Child > My father is not 
in Vienna. Cizek: Now depict the children с has 
with their reports. You can show how those с 
out of sheer joy at being able to give their rep 
course you also can depict some bad chil 
that they cannot be seen. Or you can show chil 
holding up their reports so 
other children with their fathers looking 
children are afraid of wha 


а Е" a a 


апа his bride. You must 
2 shall paint it. 
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the rewards they will get for their good behaviour. You can depict all 
that. So we shall get a different picture from each child. (Takes a block.) 
Begin drawing, but make the figures sufficiently large. We need big boys 
and girls., Опсе in a drawing a boy ran from here to there. (Shows it.) 
So everyone will imagine the subject in a different way, but will always 
draw it with big figures. 

I was very satisfied with to-day’s home work. You have learnt a lot. 
I should like you to continue in this way. You need not do twenty different 
drawings—one or two are quite sufficient ; but you must draw at once 
with the pen, Most of you have made good progress. Carry on! And 
now, Good-bye. 


20th February, 1937 

Cizek : To-day we begin the second term. It will last until the 3oth 
June. It is the summer term, and it makes no difference if it snows or 
hails. For us summer begins to-day. We are always in advance of our 
time. We shall have a subject which we all like. We shall draw a car 
(takes the block broadways) in this way. With this car we shall drive 
into the summer. Each of you knows what a car is. When you went to 
school this morning two hundred and fifty cars passed you. And now you 
must draw one of those cars. Child : I shall make an Easter car. Child : 
I shall make a summer саг decorated with flowers. Cizek: We shan’t 
think about minor details, but about the main thing. Child: The car- 
burettor, Child: The wheels. Child: The engine. Cizek: The main 
things are the wheels on which the chassis is built. Child : But really the 
с 15 and the engine. And it can be driven 
Cizek : I think the chassis with the wheels 
and the seats and the bonnet with the engine. Of course, the most import- 
ant thing is the chassis with the people. Now they produce small chasiss. 
And, they have the shape of a snail. One must get in and roll up like a 
snail. -And if one wants to leave, one must roll out like a snail. 

Now, we are going to draw the car with charcoal. (Shows a block.) 
Чеге is the bonnet, here the chassis with the people, and under the chassis 
four wheels with mudguards. They prevent mud from flying from the 
wheels on to people. Through the windows one can see into the car. One 
can see clearly who is driving. You will do that. Each one will put into 
the car whoever he wants to be there. Let the Duke of Windsor sit there, 
draw the car nicely, because afterwards we 


most important are the whee 
without windows and doors. 


(Later) Many have already finished their ’bus or саг, and many have 
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much space left. (Takes a drawing.) We shall draw in this empty space 
a cyclist. Those who haven’t an empty space cannot draw a cyclist. They 

` must wait until they get the colours with which to paint the саг. ~ 
(Later) We shall paint now. We shall paint the car. Child ~ With all 
the colours? Cizek: That’s impossible. People would think there was 
a parrot coming. Child: I must paint my car blue and brown. Cizek: 
We have neither brown nor grey nor black. Therefore we must use other 
colours for the car. Child : Red. Girl: should like green. Cizek: In 


and each child will choose the colour that he likes best of all. But we 
shan’t choose the colours of the cars driven along the streets. If I had 
` Child : But one cannot make а 
` gilded car. Cizek: The King of England drives in a golden car. Child : 


He drives іп а Ыаск-Ыџе one. Cizek: The King and Queen are sitting 


ша golden carriage, and this golden carriage is drawn by sixteen horses. 
Child: Yes! Cizek: And the latest car at the Coronation was entirely 
gilded. Child: That’s impossible. That would cost innumerable mil- 


lions. Cizek: Unfortunately, we have no gold paint. Otherwise I would 
give you some. Now then. $ 


(Later) To-day I think I am in America, w 


acar. There legs are superfluous. And this r 
America. But we don’t have dull 


here almost everybody has 
oom is full of cars just like 
cars as those which are driven in the 


ee l t discuss every individual work because there 
isn t time. But I shoùld like to say that many cars are very nice, Тһеу 


are not copied in a dull way from real cars, but have been invented by the 
pupils themselves. They have built up the cars out of the different parts 
as they imagined them. These are the 


right type of cars. Cars which 
are copied are the wrong type... We are driving only in our own cars, in- 
vented and planned by ourselves. They are not machines, but works of 
art. The whole is a work which we h и 


ow the individual does it. I draw the 

my ability. What we have tried to do 
at home. Don’t take books or drawings in your 
ae a; eee A Ste drawings out of your own head. It’s the same 
with poets. poet won't take a book ill first 
think and will translate K and сору poems, but he wiil first 


nts into prose or y That is then а” 
created work, a work of art. P Ok verie \ 


r 


see all the details. Child : I once passe 


‘know. So T. means t 
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_ Many of you have not made the steering wheel. (Several children : I did 
it.) If you have, made it, that’s all right. But those who haven’t made 
it can’t drive their car. They must wait until the car has a steering wheel. 
On the whole, your work is quite nice. And the drawings look quite cheer- 
ful. ‘Drawings should not look sad, by the way. Now pack up your things, 
and go home. At home you will do the same with a pen. With a pen 
one can make cars much nicer! Next time bring me your cars drawn with 


a реп! 


27th February, 1937 
Cizek > Last time the cars were very well done. Some children really 


invented their cars and did not copy them from cars driven in the streets. 
Some did cars as they imagined them, plus a little bit of realism. These 
drawings are less strong. And then there were drawings which were mere 
copies of cars that are driven along the streets. They, of course, have least 
value. They are just copies, whereas the former ones are imaginative 
creations, that means something which I imagine and then work out from 
my inner self. I don’t need to know what a car looks like, but I construct 
the car as. I want it. Those who work in this way are artists ; those who 
copy real cars are copiers. They may be very skilful men, but they are 
not artists. To your credit I must say that there were very few copied 
cars. Eighty per cent. of-all drawings were good. г. 
To-day we drove with our cars into the second term, and we are driving 
into the country ; we don’t return from there, but we climb into an 
aeroplane and return by it. Who knows what an aeroplane looks like ? 
(Most children raise their hands.) Who hasn’t seen a plane? (Nobody.) 
It is a pity you all have seen planes ! If you hadn't seen them, you would 
have drawn them better. You would have been forced to invent them. 


Now you һауе seen the planes high up in the air. Of course, you couldn’t 
da plane in a train. Another child : 


Cizek: We shall try to describe an aeroplane 
Above it is broad and below it is narrow. 
And two seats. Cizek: Now we 
hat there is first the body of the plane. What does 
the body look like ? Child: Like a fish. Cizek : Right ! and опе can crawl 
into that fish. The fish has а long bright body, and on the left and right 
sides are windows. In front there is also a little window out of which the 
d to the body ? Child: Two wings. An- 


pilot look. What is attache с П 
оа child: And a tail behind. Cizek: Yes. And what else is attached . 


1 Aspern is the aerodrome near Vienna. 


І have been to Aspern.* 
now. Who can? Child: 
Then there are propellers and a wheel. 
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to the plane? Child: A rudder. Child: A propeller. Cizek: The 
propeller is the most important part because by it the plane is driven for- 
ward. Now we shall draw such a plane, but not as small as a flea but as 
large as it can be drawn in the space here. (Shows the block.) That’s 
what you are going to draw now. And as large as possible. But nothing 
should be left out. Child: Shall the plane be on the ground or flying ? 
Cizek г Tt is best to do it flying, but don’t leave out the wings and the tail ! 
Those who wish and can may make a window or the number. Each plane 
has a number. When we are given colours, we shall paint the number. 

(Later) Those who have finished will get pen and indian ink. Listen ! 
You shouldn’t make clouds. Once I saw a picture of a plane and at the 
side of it there were large white blankets. We shall put in the empty 
spaces something different from clouds or blankets. Or we shall leave 
these empty spaces. That will be beautiful. (Later) Who has finished ? 
(Most raise their hands.) 

(Later) One child has put flying blankets in the empty corners. We 
shall do something different. We shall put flying birds there. And a 


small plane far behind. But one can sce it. Those who have finished 
should bring their drawings here, 


6th March, 1937 


Cizek : We shall exhibit in Paris, T here are many young people who 
long for it and can’t do it. It is a great distinction that you are able to 
exhibit in Paris. Our Juvenile Art Class has already exhibited once in 
Paris and was rewarded with a gold medal. Now we have to make a 
few stories for this exhibition. One story will be that you will draw a street, 
and the second what happens in this street, what the people are doing. 
Now give me an example. Child : For instance, somebody has an accident. 
Cizek г Yes, somebody falls on his nose or breaks his knee. That’s an acci- 
dent. That can happen to anybody, and it can be drawn, I shouldn’t 
recommend a street, because that’s beyond your stage. A street would be 
all right after the eleventh year of age. Who is already eleven? (Two 
raise their hands.) Those who are eleven may do a street, What do you 
understand by street? Girl: At one side houses and in f с 


and cars. Cizek: It may be a street like Fichtegasse,! or like the big 
“Ring,” ? or a country road with trees. You can make that, but it is diffi- 
cult because perspective з enters into it, with which you who are between 
seven and eleven should have nothing to do at all, 

1 Where the Cizek school was. 


? One of the main streets of Vienna, 
3 The first time he used that word, 


ront a cyclist ` 


Only after eleven ed 
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can one try to represent things in the right perspective. Now begin, but 
do your street urchins from the edge to the bottom. And beside them a girl 
is standing and saying: “Stop your fighting ! I shall tell mother.” 
Or а coal-cart is passing by, the horses are pulling it. Children are going 
behind it and picking up the coals which are falling off. They have bags 
with them, in which they will take coal to their mother. The mother 
will be very pleased, because she won’t have to buy any coal. She has no 
money. So the children help their mother. Then you can do a cyclist. 
He can be made very interesting. Не may carry a pannier. Who has 
another idea? Child: How a car is being driven along or а. horse-cart 
and children are running behind and are trying to climb оп to it. Сігер: 
Have you any other idea ? Child: A girl is falling over in the street and 
the boys are laughing at her. Cizek: You can do that, but you must use 
the paper very carefully, so that you can draw the figures large. I 
should be delighted to be surprised by you. I am sure everyone will have 
a good idea, without any suggestions from myself. We did this subject 
twenty years ago. Thena boy did a water-cart, another did a peasant-cart. 
The cart is jolting over a stone, а wheel is breaking, and the barrels are 
falling off. Another boy did a coach with two horses. The horses are 
shying and running away. Men and women are rane from он 
А policeman is running after the coach. People are helping. Now all 
that was thought out by the pupils. And you ш mere ideas like that, 
so that the Parisians can see what Viennese children have invented. And 
rewards will only be given to those who have used all'their paper. ace then, 
there must always be something happening ; for instance, басар: eur 15 
colliding with a cart, he loses his balance and 18 Pe ОЗ Гел 
you may depict the different types of peonia ote е ‘ned their drawin 5) 
running after some hens. (After the children re ie. 1 Е 
Last time, you remember, we (Ші) ар зегоріаце -70 Chil ie Oh eer Н 
(Children г Yes.) Each aeroplane has а special sign. tk re ӨЗЕН 

ing. бен a ni it has red lights on its wings. Cizek: Our plane 
wing. During the night it 145, a star. The commercial 
flies only by d Its sign is a coat of arms, ОГ : 

7 only ру сау. BS have numbers, for instance 5560. You шау draw 
spew kier ae pit your initials. We shall not paint the plane. | 
5 ог 7, Or you may will be painted in green, red, blue, gold, or silver. 


On е rs or signs A 4 j y 
сава Е A aioe will not be painted to-day, but only next time. 
> gs a 


13/) March, 1937 
Cizek: To-day we аге 8 
Í The car and aeroplane whic 


oing to draw flowers because spring is coming. 
h we did turned out quite nicely. One could 
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see how much you have learned. You have learned to think. What 
does a car or plane look like? If I don’t know, I invent something for 
myself. This is most important : that we learn to invent forms ourselves. 
And the best works were those where the smaller ones made their own plane. 
They had invented and drawn it quite well. But some have not learned to 
think. Some have not invented a drawing, but just copied. A boy, for 
instance, copied a form without thinking for himself. And he repeated 
that form. In this way inferior works are produced. But if somebody 
strives to build a car—whether good or bad makes no difference—he has 
done some real work, and that is the main thing. I was pleased to see that 
even children who used to think in a very complicated way have proved 
that they are not dependent on copying forms. T. has invented forms out 
of his head. That’s progress. And many other children, too, have shown 
this progress. Only a few proved that they can’t invent their own forms, 
but must copy other forms. The great value of our way of working is that 
we learn to think, Forming means thinking. You will take that with you 
all through your life, and, having been accustomed to think in relation to 
nice subjects, you will go on trying to be thinkingly constructive in all 
spheres. Thinking young шеп! 

But to-day we will do flowers. We shall try to remember forms. And 
where the memory is not enough we shall think for ourselves. We shall 
бау: a flower has a seed-box and around it petals are grouped in different 
thythms. The seed-box can be divided by rhythms. The leaves may have 
different forms. You will invent them. You get a suggestion from nature 


and go on thinking or yourselves. There are flowers outside. Go and ° 


look at them, and when you come back you will draw flowers. 

But you must draw them as you can and just as you can! Then we 
shall paint the drawings with nice colours. But you must not make 
photographs. And those who don’t need to copy from nature will invent 
their own flowers. They must not necessarily be real flowers. We һауе no 
natural flowers here; we have here art. Nature has her flowers, and art 
has hers. You can do the flowers you like. (Later) Now you will get the 
colours. (Some children shout : Hurrah !) Red, blue, yellow. And you 
will paint the flowers as you imagine them. But don’t colour beyond the 
lines! (Later) Colour is discipline, not lice , 
knew only four colours ! 


20th March, 1937 


Before we did the flowers 


ideas about them. It was like that: abstract forms as Gertrud makes 


\ 
псе. The ancient Egyptians , 


we did cars and planes. We had different ` | 


! 


4 


| 


\ 


. they spoil them. 


’ begins with rhythms. Then her drawing 


› 
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them. Hers is the primitive and the most valuable stage. There man is 
all-important. He doesn’t copy, but makes only what God tells him. 
Man at this stage does not represent objects, but symbols of objects. There 
are strokes, for instance, and they symbolise an aeroplane, a car, or a flower. 
Little Gertrud doesn’t make flowers, but she makes the direction of the 
stem and the extension of the blossom. That is the strongest and simplest 
way in which one can express a flower. Gerti does not yet imitate nature, 
but she is still an artist and a creator. She gives the flower only that which 
is most artistic and essential. And that is direction and extension. 
Gerti in thissense is the strongest of all. She is a rare case of a child left to 
her own resources and a good testimony to her parents. Parents who leave 
their children entirely to their own devices know what treasure they possess. 
Therefore they leave them untouched. All parents should know that. 
But unfortunately many of them don’t; most parents want to have their 
children as they wish them to be and not as God wants them. And therefore 


Now we shall look at the works. Here is a very good drawing. At the 
edge there are rhythms. This is the very beginning of order. Drawing 
does поё .mean, as the famous word goes, leaving out, but order. To 
order one’s ideas, that is drawing. And we can see that here. There 
is a simple symmetry and the rhythm of double and fourfold symmetry. 
This work later gets more confused and becomes copying. The work 


ceases to be art but becomes natural science. Not only is the form copied, 
but the colour also. In the upper part there 1s pure thythm.—Erica, too, 
becomes almost writing, and then 


she copies nature. But still, her copies of nature are bearable, because 
her naturalism is not dull and stupid but to a certain extent symbolic.— 
It is a pity that Peperl isn’t here. He has done a good drawing. First 
he begins quite rhythmically, and this is a quality which no one can take 
away, Everything here is rhythm. In the lower part of the drawing 
we can see clearly the rhythmic construction of the whole. The work 
is not imitative. It contains contrasts. And thus style is created. There 
is lack of style if all colours аге imitative. So copies come into existence. 
„Кипа started quite nicely. Her rhythms are fine. Girls have more 
innate rhythm than boys. Boys’ rhythm 1s often disturbed by their 
greater vitality. Runa started well, but she broke the colour rhythm by 
her use of blue.—J. Started quite nicely, but her green shows that she has 
copied: The whole is like a carpet.—K. is a special case. He is precocious 
and therefore copies. This produces confusion. He is over-clever, and 
so becomes confused. Where intelligence is too strong in the realm of art, 
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it causes damage. It is a pity that K. copied, otherwise a fine rhythm 
would have been created. Again, we do not deal with natural science, but 
with art. Р , 

Uta, too, brought green into her painting. They all must have green, 
because the present generation is so weak. Weak generations love green, 
blue, and mauve. The green wouldn’t have been so bad if she had used 
less. But because she has used green in the same strength as the other 
colours, the colours have become equal. And equality means death.— 
T. did some quite good work. Some of his flowers are nice. But why 
does he introduce suddenly into his vertical rhythm a trend in an opposite 
direction ? Thus confusion occurs. The order which is the significant 
quality of art is disturbed by it. This work is very interesting from a 
psychological point of view. It reveals the draughtsman. Other people 
would have used the space better. 

В. has a strong personality, which reveals itself in the drawing and in 
the peculiar rhythm. She constructs things which do not occur in nature, 
but which she invents for herself. Everything is abstract and far from 
nature.—Herbert, of course, went through a school which was very naturalis- 
tic. So he copies forms from nature. It is a mixture of banality and per- 
sonal rhythm. Let us hope that in the end the personal rhytlim will 
triumph in this struggle of forms.—Helli’s work has a few nice qualities. 
Everything is nicely filled, not overladen, and there is a good rhythm. And 
she has used the colours very nicely. An imitative colour is always banal. 
One could say: Vulgar people tend towards the copying of nature, better 


ones tend towards art. I am not against nature—quite the opposite. If · 


I go into the woods, then I want only real flowers, and the taste and smell 
of real strawberries. But in art I want only art, not nature. In аг 1 
want forming, shaping, spiritual construction, self-invention. 

Gertrud’s work is rhythmically nice. What she constructs is self- 
invented, not natural science, not copied from a picture-book.—The copying 
of nature is not art. Art is when forms of our own spiritual conception 
occur. Child: They said that great artists have copied nature. Cizek : 
Tell those who say that: “ You understand nothing ef art ! Тһе next 
drawing is a fine example of rhythm without the copying of nature. There 
is a fine rhythm in these movements.—The flowers of Sybil (two years five 
aes ae She is still in the scribbling stage. (Some children laugh.) 
A а еке spots. Everything with her is extension. When there 
en hee awing begins. “Неге we see the beginning. The colours 

к ot contrast ; they have по unity, but they are kept from each 
other in a form of contrast. Sybil’s other pi : 
. picture shows the same good 


МЕЕ E рлы 
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qualities. Here are the contrasts of green and red; they are the 
strongest contrasts we have.—On the whole, this flower exercise was a 
good exercise. You have proved your capacity and possibility of 
development by fine examples. Let us hope that you will continue 
straight upward, and not in a broken line, confused and disordered.—I 
wish that your parents will help us and that they won't lead you towards 
naturalism. 
Subject : Prams seen from above. (After half an hour) Cizek : Most of 
you drew the pram without any love or devotion. You should get accus- 
tomed to working neatly. Those who work carelessly won’t. progress. 
Those who make an effort will have success under all circumstances. Actu- 
ally you should be ashamed of yourselves. You have been here for such 
along time. For instance, І told you: “ You should sign the drawings.” 
And still many of you hand in the drawings unsigned. You should learn 
to listen. And you should learn to think about what Isay. We shall take 
the block now. (Shows it.) You will make a spring landscape, an Easter 
outing. You know that we always progress with the time. But some 
people say that we are old-fashioned. We are not only old-fashioned, but 
we go back to the oldest roots of art, to the eternal truth.—Now we shall . 
do what we always did at Easter time: an excursion. Who knows what 
We shall make an Easter 


an excursion is? (All raise their hands.) l 
mountain. Now draw the mountain here. 


excursion. We shall climb a 

(Shows where with his finger.) And all over the paper. In the upper part 
there will be sufficient space to do a building. We shall make a dairy with 
cows which give good milk. , This good milk is the reason for which we 
shall climb the mountain. I believe you are no friends of alcohol ? (Some 
children : Oh yes!) Now you will draw the mountain and the building in 
the upper part. Tt will be a house, and beside it there will be stables and 
through the open doors one can see the cows. They are standing with their 
backs towards the door, 50 that one can see them. They are waiting to 
be milked. A woman is milking the cows and afterwards she will carry 
the milk away. In another building the milk is sold.—Now we are climbing 
this mountain. -Draw the mountain first. Its top must be flat, because 
a house has to be there. А house can’t stand on a pointed mountain. On 


the building there will be the inscription : “ Dairy.” 


3rd April, 1937 
Cizek : Last time you т 


ant such as is on the top 0 
1 Mountain near Vienna. 


ade a mountain. On top of it there is a restaur- 
ғ Kahlenberg * ог another mountain, At this 
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restaurant you can get refreshments, water, milk, lemonade, or chocolate. 
Two roads lead to the restaurant. You should do these roads. One of 
the houses is a stable with the cows inside which give milk for the children. 
In the other house all the drinks are retailed. And near the third house 
is а fountain—Now you will do the roads which lead straight to the doors 
of the houses, but don’t make turnings. They should all be straight. And 
make all the windows and doors very carefully. A short time ago I saw 
drawings from all over Austria. Most of them were beautifully executed. 
Now listen : You have three roads. How many roads have you? Child: 
Two. Another child: One. Cizek: Those who make two roads should 
do them in this way : on the left road-a car will be driving up the mountain, 
a big modern car of r00 h.p. It shoots upwards, but not on the middle 
road which leads to the stable.—I must praise J. Everything in her draw- 
ing is in order. Drawing means putting into order, putting thoughts in 
order, and not making confusion. Her road is full of cows. Only the men 
don’t know where they belong. 


той) April, 1937 
Cizek: Yesterday there was a thunderstorm. Who saw it? (Most 
children raise their hands.) Did the lightning strike anything ? ‘Child: 
Yes. Cizek: Did it strike your house ? (Child : Хо) Then it must have 
struck something in the country. It was а terrible thunderstorm. Then it 
poured with rain. The newspapers report that many houses were flooded. 
Two women had to save themselves, but only with great pain. Water 
entered the basements. It was terrible. Now we are going to draw this 
thunderstorm. Child: Did somebody die? Cizek: A thunderstorm 
occurs in this way : first there are spots on the sun. If such spots occur, 
then there is usually an earthquake, hail, or a thunderstorm. When the 
sunspots disappear, then is fine weather again. (Child : April weather.) 
Now we shall draw people in the thunderstorm. You won’t draw а line, 
but the whole paper is the street. (Shows a block broadside.) And in the 
street you will show many people walking along with umbrellas. Those 
who have no umbrellas wear mackintoshes with hoods.« The hoods аге 
pointed and water is running down. Now we shall draw the people with 
T umbrellas. Child: And hoods! Cizek: Schips, the dog, will go with 
em and will get very wet. He starts shaking himself and later the flat 


will be quite wet. Now we shall not draw that, but only imagine it. Now 
we do only the street in rain. 


you will try to draw the raind 


others will try it, and everybo eter Өй | н Fl 


dy will do it nicely. Then we shall draw the 


-The people have their umbrellas open, and ,” 
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lightning striking something. Child: Мау we also draw the women escap- 
ing with great difficulty ? Cizek: You will do the figures, real men, and 
not fleas. Schips is pulling a man along. You will have many ideas. 
You will.draw them all. And those who do the sun must make it with 
sunspots, so that one sees that everything is the fault of the sun. The sun 
will not have its usual friendly face. Now begin! We shan’t draw cars, 
but only men and dogs. 

(Later) You must do your umbrellas nicely curved, with many spokes, 
and with a big handle with which you hold the umbrella. People are 
hurrying along the street, because they want to get home soon. (Later) 
Many of you do the figures with arms hanging down. They can’t hold an 
umbrella in this way. They must raise their arms. Only a few did it in 
this way. Some have the spokes projecting. They look quite pointed. 
If it rains heavily, streams of water will be pouring off them. You should 
do it in this way. You must, so to speak, write down and draw your 


observations. Only experiences like that can make a thunderstorm 


interesting. 


171% April, 1937 2 
(Ont April roth a Maharaja with his wife and daughter had visited the 
Juvenile Art Class.) Cizek : Last time you saw the Indian prince with his 
wife and daughter. He was dressed like an ordinary man. The Maharaja, 
is going to the Coronation in London. There he will wear his full regalia : 
gold, and a turban with wonderful jewels. In India the Prince does not 
drive in a car or а tram, but he has an elephant. The street urchins would 
like to run after him, but the police do not permit it. Now let us make an 
elephant! On top the Maharaja is sitting. | What is an elephant? He 
has legs like columns. The head is very big with huge ears anda long trunk. 
Then he has two tusks and two little eyes. What kind of tail has һе? 
Child : А wee tail. Child: A dear T ir H ў 8. = Б 
е i о it is high. ater) Now, 
dnd trpia at ДЫР = dei make an elephant. Some have 


that 
Боа И аат анат the Maharaja like a stupid doll on 


i i hant and have 0 1 
т made a crippled elephant. No Maharaja would sit 


5 72. % done one stroke of the elephant. Cizek : That’s 
debi a he ee done two Maharajas and her elephant has crippled 
npa ` It can’t walk. And the trunk comes out from its nose like a big 
drop 4 That’s no trunk. The trunk is thick and strong at the upper La 
and gets thinner towards the end. Listen! First draw upa we : 
And look at the drawing to see if it is well done. Don’t mind the Maharaja 
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The Prince climbs only оп а well-made elephant. We have much to do 
with our elephant. The elephant has legs like columns. The legs are as - 
strong as trees, and not as a walking-stick. Who did it rightly ?, Look ! 
(Many children raise their hands.) І see a few hands which I shouldn’t see. 
Then look at the tusks! Those who have made the legs too thin will erase 
them and will make new and thicker legs. Those who have already made 
the Maharaja should erase him. Those who have made the trunk too thin 
should erase it and make a thicker one in its place. (Later ) Now the elephant 
is more or less finished. We are going to put the Prince on it. Of course, 
he won’t sit on a bare elephant. Indian elephants have precious trappings. 
Some Princes have little temples on their elephants. Then they have a 
kind of canopy. But that is опу at festivals. In ordinary times and if it 
is not rainy he has only precious carpets and no canopy. Now, you will- 
not make the Prince, but these precious carpets and nice ornaments, which 
we shall paint later in gold and silver. There are special painters in India 
who paint the decorations of the Princes’ elephants. Child: I can only 
paint those ornaments. Cizek: АП right, you will paint them. Some of 
you have decorated the elephant’s legs with ornaments, and on each leg a 
different ornament. That means confusion. No elephant would know 
which leg was which. (Later) Now hurry with your Prince, so that next 
time you can paint. You will get gold and silver. 


24th April, 1937 

Cizek : The Maharaja is already in London. He wrote a letter. He 
sends you his greetings. He is glad that he has been here. On his return 
he will perhaps come here again. Then he will look at your pictures and 
will perhaps take some of them with him to India. You must make those 
pictures very nicely. Perhaps we shall exhibit them here and invite people 
to see them. 

You will get thin colours now. Those are colours where the drawing 
remains transparent. We shall paint with them, and on top of them we 
shall use thick colours. You will use only a little of the thick colours, so 
a i Ne ТО а, ы who want yellow and 
One colour after the ой i йі т . ырлы а жады а 

І ther. And those who have painted especially well 
will get silver and gold. Now, who knows how to paint the elephant ? 
Child: Brown. Another child : Gold: Child : Grn Child -j Gre x 
brown. Another child: With different colours, Child = Red. с pah. 
You must not think in terms of natural science, Y me ae t 
the elephant is painted with colour 7 бна ie 

5, and not just grey and brown. In the 


~ forth. so much fire and lava t 


Now begin! First the Z 
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Zoo elephants are grey and brown, but an Indian Prince doesn’t ride a grey 
or brown elephant. 

We haven’t had such a nice subject for a long while. Since the Abyssin- 
ian Emperor. “So you must take care. (Later) Some draw carefully, others 
smear. Others paint one colour on top of the other. Those who have done 
the picture very nicely may make it on a larger scale. (Shows the size.) 
Who would like to make it so large? (All children raise their hands. 
Later) You must hurry. Otherwise it lasts too long. You work a little ` 
bit too slowly. (Later) You must become more absorbed in your work. 
Next time we shall finish and then we shall have a discussion. Child : Will 
there be a tombola here? (Cizek had promised something like it.) _ Cizek : 
We shall see about that after the discussion. : 


8th May, 1937 : 

(The children continue to paint the elephant. When finished, Cizek 
depicts іл the most vivid colours the Zeppelin catastrophe) _ There was а 
short circuit, and the whole Zeppelin exploded. Thirty men were burned. 
Think, as many as we are here. Twenty-five years ago a huge ocean liner— 
the “ Titanic ’—hit an iceberg in the Atlantic. Three thousand people 
were drowned. Only a few were saved. Our children then made pictures 
of this catastrophe ; they painted it very well, how the “ Titanic ” went 
down and the people tried to save themselves. We always paint such 
catastrophes. Thirty years ago we depicted the eruption of Etna. This 
is a high mountain in Sicily which is a volcano. Thirty years ago it sent 

hat the great city of Messina was destroyed 
and thousands of people perished. In 1908 our pictures of Etna were 
exhibited in London. And now we are going to paint the explosion of the 
Zeppelin. (Shows a block.) In the upper part you will make the airship. 
And below the thousands of people who are waiting for it. It is a huge 
crowd. At last the Zeppelin arrives. It tries to land, but suddenly a 
: Жай we are going to do now. The Zeppelin 


lightning ‘flash. And that’s w 1 . жер 
еа те) oe distance between the “ Burg ” and Parliament.” What 
ak Child: Like a sausage. Child: Like an egg. 


airshi < like ? Я 
ра in, te р only with a sausage both ends are pointed ; but 
aa ! like a gigantic sausage. Under the balloon hangs 
апа there are a few smaller gondolas for 
heels which move the Zeppelin. 
enty thousand people 


otherwise the Zeppelin 1s 
a gondola where the people z Я ж 
the propellers. They аге, so to. spea™ $ 
La X eppelin and then, the tw 
» y ‘ing to land near New York, burst into flames. 
1 in “ Hindenburg,” when trying та а а рн 

8 ae таас Senta and the Parliament—two huge buildings on the “ Ring. 
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below. And then draw how they throw ropes from the Zeppelin, how the 
people below try to catch them, how the people jump from the Zeppelin 
at a height of 150 feet in order to save themselves. Then you will draw 
the Zeppelin burning. Who has not seen a Zeppelin ? (Only a few raise 
their hands.) Now, the Zeppelin looks like a gigantic sausage. Below 
hangs a kind of cabin with people inside. It’s like a ’bus. Oh, you will 
do it quite easily. 


22nd May, 1937 


(Continuation of the Zeppelin. Red and orange are distributed for the 
flames.) Cizek: Those who made the nicest pictures may do the Zeppelin 
afterwards as large as that. (Shows it.) Who wants to make the Zeppelin 
as large as that ? (АП raise their hands.) 


29th May, 1937. 

Cizek : To-day, because the sun is shining so nicely, we shall paint with 
colours. We shall paint a nice picture.—On Mondays the children from 
Meidling come. Last time one of those children finished her picture and 
I told her: “Now, quick. Make another picture, which you, can finish 
in one and a half hours. That’s the whole time you have.” Апа the 
child drew quickly with charcoal. Then I gave her colours and the girl 
finished the picture. -(Cizek shows the girl’s picture.) 

Now then, to-day we shall make a picture with charcoal and afterwards 
paint it with beautiful colours, so that we shall not draw much to-day. 
We shall take the block in this way. (Shows the block longways.) . And 
there you will paint figures and not fleas. Why should you make large 
figures 2 Who knows? Child: So that we draw as much as we can in the 
space. Cizek: Yes, so that the paper is well used and we shall not get 
half-empty papers. In addition to that, you learn more. The figures 
should be executed with the brush and not with the charcoal. It makes 
no difference what kind of figures you draw : man, woman or child, or all 
three. But arrange them nicely! You can also draw people with ruck- 
sacks who are going to the market. Those who have sufficient imaginati 

gination 
can draw the Queen of England. She has very beautiful cloth; da 
nice crown. And the Princesses too, Pile ey tet 


And T., who knows Red’ lians, 
(Т.: Fine!) may draw Red Indians. T.: May I do ‘Old Satan 


and his wife? Cizek: Yes, but nicely ! (Later) You'must draw something 
interesting, and not a few dull figures ! You must make something which 
is really interesting, and where you can use nice colours, Not a bakes” 
boy who has no colours or only dirty ones. We don’t haye dirty colours 
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here. You must do something which has beautiful colours. And you 
must make everything big: hands, feet, head, so that a great amount of 
colour can be used. I can only paint large spaces with a brush. You 
should knaw that already. (Later) Now, some are already beginning to 
make little dots. You must paint large spaces. Brushes are to be used 
for painting spaces. Those who want to draw should take a pencil. A 
colour only has an effect if it is used to fill large spaces. Coloured dots 
have no effects. One cannot evén see them from a distance. You should 
not use charcoal as a brush. You should distinguish between the two. 
One draws with charcoal and paints with a brush. If a space is painted, 
one can make а decoration with a second colour, but first the space must 
be painted. 

VAt the.discussion) We had beautiful colours. But if one looks at these 
works here they look like smeared colours. Only chocolate and grey. 
Why? You had such beautiful pure colours. The reason why you get 
the colours separately. is so that you shouldn’t mix them. Child: But, 
Herr Professor, with some pictures it is quite nice. For instance, the one 
by S. Or the picture with the boy and girl. They are full of colour. Cizek : 
But there are only a few nice ones. Child: The picture of the Tyroleans. 
Cizek : Young X. has worked very well. He knows how to keep the colours 
pure. But most children stir the colours like gravy. Then their colours 
have a result like this. (Points to a picture of two Red Indians.) Nobody 
told the boy to paint the space with the Red Indians as an extension. He 
only made the extension. That would be quite mice if he knew it, but the 

` bad thing is that children want to do things for which they have not matured. 
In their impatience they want to do something of which they are not yet 
capable. They should be satisfied with what they are capable of, and should 
be humble like a grape which matures slowly. And some of you only 
dabble with the colours. One sees how much you have to learn.—The picture 
of Ilse would have been quite nice but for the blue globes she painted below. 
If she had not got blue colour, she would have been spared. It is not for 
н : те distribute the colours separately, but because 
pedagogical reasons that we Р hild f Маа. Shei 
we aim at a unity- of colour.—There is a poor cht ae е ас he 
Jeep I se she is used to being economical 
very economical with her colours pecau: ke 

colours out of innate taste, and 

and modest at home. She chose the warm 150 ге 5 
i i Jour she achieved a sub-division full of taste. But 
with one single colou 2 forming of colour has been 
with the others neither drawing nor f art come into existence 
~ achieved. It is true al one заа er A # Stace” 

becaus solute freedom. DUt 75 а f 
а Ва highest freedom within the smallest space. Freedom 
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2 Торе аш m the infinite may become wildness. 
following laws wh; § tor harmonies, it arranges colours naturally, 
wing Jaws which are effective unconsciously. And tl ne can be 
manifested in the realm of rhythm. | Sly. 1e same ca 
Th Ы ye SE | gin y 110; three, ог four colours, but not more. 
-ne ancient Egyptians’ colours are so wonderful because they had so few. 
And their colours were not chemical prodiicts, but natural products. They 
ground their colours. One has found colours of an unbelievable beauty 
which have lasted to this day. Nowadays one has hundreds of shades 
of brown. One has a huge selection of red. Nowadays one has too 
many colours. Parents should be careful not to give their children 
too many colours. А nice harmony of colours comes out of only a few 
colours. Limitlessness leads towards trash and chaos. I advise you to 
be economical at home and tell your parents: “Give us only a few 
colours.” М 
Negroes have a few colours only because there is по colour factory in 
the jungle. Some insects supply them with colour, but so little that they 
can paint only with a few colours and in small quantities. They will paint 
a clay figure with a few red or brown or yellow strokes, and that’s*enough. 
There is a harmony of colours. But here you want to use thousands of 
colours and you mix them into an ugly gravy. We want to avoid that. 
We shall be satisfied with two or three glowing colours which are congenial 
to your youth. No unity of colours, but, according to your stage, abstract 
‘symbolic colours! Now you have heard something new about colours. 
Remember it! If you use colours, use only a few ! 


5th June, 1937 
Cizek г Because it is so nice to-day we shall do an outing, and not by 


railway, because that’s dull. What is interesting ? Child: The mountains. 
Child: Оп top of a mountain. Child: In а meadow. Cizek- To walk 
on the summit of the Grossglockner! or the Montblanc. That’s grand. 
Child: I have been there. Cizek: At your age I,did not know that 
there was a thing called Montblanc. Now we are going to draw ae 


(Shows the block.) We shall climb here, then continue walking versed 
and then climb again. It is more like a zigzag road. (Shows а Te Шы 
ІР the road is comet’ 


S.) We shall make a bend. But first the road. 
drawn, then we shall walk on it. 2 the people 
(Later) Now you have finished the road. We shall draw 


Highest mountain in Austria. 
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now. They are climbing. They are all enjoying the fresh air. Now what 
are you going to put on the road ? Child : Cars and people. Child : Child- 
ren with rucksacks and dogs. Cizek: Dogs аге the main thing. Children 
can’t ‘separate themselves from dogs. So we shall draw dogs as well. 
Dogs run the distance ten times over. They run ahead and return to their 
master, greet him and run away again. The dog is happy about his being 
With his master. My sister, when she was your age, had a dove. It followed 
her like a dog. When people carne the dove flew up.—Now you will draw 
man, woman, and child, anda dog. And at the side of them cars, and those 
who can do it, cyclists and motor-cyclists as well. Do make the whole thing 
very cheerful and the road full of life. But be careful! I noticed already 
With one child that she made ants instead of men. That would be an ant 
Toad. (Chädren laugh.) One could do it, but then one must know how to 
draw ants. Or you could make a road full of dogs only. Now, we shall 
e Satisfied with a road on which there are man, woman, child, cyclists, and 
cars. That’s enough for us. (Later) Now we shall see who has done it 
the best. Those who have done a nice meadow which is not open to the pub- 
ic may put up a notice: “ Trespassers will be prosecuted.” (The children 
draw with.indian ink.) 2 


12th June, 1937 


Cizek: Now we shall take the block broadside again. (Shows it.) 
We shall draw this. Until now we have always been satisfied with the out- 
„Side world. To-day we are going to draw the inside of a room. You 
haven’t done it yet. You know, children are going to school in the morning. 
Mother says: “ Hurry! It’s high time. It is a quarter to eight.” The 
children crawl out of their beds. How does one crawl out of one’s bed ? 
First one starts with one’s feet. Left or right first. Now we shall draw 
when we have already got out of bed. We are washing. You will draw the 
room with the bed unmade. А girl or a boy is standing at the basin and 
washing, ‘It is not difficult. There is nothing easier than to wash. (A 
child laughs.) Of course you will draw large figures. Why ? Child: 
So that one doesn’t think that they are ants. And so that one can see them 
better, Cizek: That’s right. And because one can execute large figures 
More easily than small ones. One cannot do much with small figures. 
Draw in a way that one can see the head clearly, also the nose, the mouth, 
the eyes, the fingers, étc.—This is the foot basin (shows it) and this the bed, 
‚ апа beside the bed is the washstand and a chair. It may be only a stool 
оп which the basin is stan ing. And then there is the boy or girl who is 


1 Continental schools begin at 8 o'clock as a rule. 
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washing. (Later) Now we shall outline, but we shall be careful not to spoil 
the drawing. Е 

(Later all the children get new paper.) You all have got new paper. 
On this paper you will draw the head of an ox, front face. Who,knows how 
to do that? What shape has the head of an ох? Child: Oval. Cizek: 
Allright, oval. We shall draw an oval head: Then we shall draw two eyes, 
two nostrils. Then there is a cow standing with her tongue out of her mouth, 
and rejoicing. (A child shouts: Moo!) The nostrils of the cow are near to 
its mouth. On its head are two horns. And below left and right an ear. 
They are so big that the cow can kill fleas with an ear. So strong is a cow’s 
ear. And that’s what you will draw. Then the two eyes. They are not 
small, but large. And the nostrils are large. Try to draw that. I should 
like to see how you imagine these things. 


, 


Igth June, 1937 


Cizek : Last time you crawled out of your bed and you were washing. 
To-day we shall. draw how you dress. That means clothes and ‘shoes. 
Again you should make a room with a bed and other things. And a boy 
ог girl. They are dressing. Those who have no brother must invent one, 
and those who have no sister must wish one. Next to the bedroom there 
may be another room. Start drawing. Everyone should put on his shoes. 
So you get a nice movement of the body. While dressing, one can also 
stand. Hurry, so that we can have a discussion ! (Later) Again you are 
doing such small figures! Why do we have paper? Not in order to leave 
it empty. You must draw large figures, so that you learn something. 
(Later) Until now we have always done landscapes. But now we have 
done for the second time a room. We divided it. Last time we did child- 
ren rising and washing. You all did it very well, 
you solved it quite originally. To-day 
` had a very interesting idea. A boy put 
loses his balance and while he t 
Lia did a girl who is buttoning her blouse. Very good. A real child’s 
conception. ; , 
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depicts the putting on of the shoes.—One sees that T. has no sister. His 
sister in the drawing is like a brother. He has made some progress because 
he is becoming clearer. He doesn’t go off on to so many side-tracks now, 
but keeps to the main idea. I hope he will continue in this way.—Erica’s 
work’ is modest.—Gertrud has good direction. There is little movement. 
She is not old enough to represent movement or change of movement. 
She is satisfied with hints of movement. That corresponds to her mental 
stage.—Liesl hasn’t finished yet-—Tuna is full of immense imagination. 
One can see that clearly with the boy who has his hands in his pockets. 
It’s tectonically good. This is perhaps the most precious stage in a child’s 
work. There аге not yet connections of forms for children of this stage, 
but they build the figure up tectonically out of separate parts. 

I am happy that most of you have made progress, not due to copying 
but through your own experiences. To the parents I say : Don’t unfold 
the bud, but let it open of its own accord, slowly. Violently opened 
buds perish, Everything should mature slowly. Nothing should be forced. 

* * * 

More and more people accept Cizek’s principles, but some of the “theories 
and practices imputed to Cizek are without foundation,” as an Inspector 
wrote оте after the first edition of this book was published. “ But І also 
find,” continues the Inspector, “ a number of practices which are appar- 
ently at a discrepancy with his declared principles. As I understand you, 
Cizek’s aim was to enable children to express their imaginative experience 
freely and without adult imposed interference—hence his insistence on the 

“child’s not being discouraged from non-naturalistic productions, and оп a 
child’s being urged to imagine what a thing he wants to paint is like, rather 
than being told how to represent it. (This would not, of course, rule out 
the all-pervasive influence of the teacher’s personality, nor the need for 
stimulus and encouragement—even quite definite suggestions as to what 
the children should try to draw.) I was therefore somewhat unprepared 
for the following points in Cizek’s procedure :— 

“т. His insistence on detail; e.g. р. 115—the buckles, hair, eyes ; 

p. 118—the Christmas tree ; р. 134—the apple tree. 
2562. ‘His showing children drawings made by a former group of children. 
“3, His frequent adverse criticism of children’s drawings, sometimes 
apparently on the ground that they are not sufficiently ‘like’ the 
natural object} e.g. p.139—the horse’s hooves ; p. 117—Santa Claus’s 
legs are ‘ wrong way round’; р. 152-- Don’t make the face blue.’ 
“ 4. His insistence on hard work and discipline. Of course the children 
must learn that this is necessary, but I am surprised at such pas- 
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sages as the following, which struck me as being ‘ teacherish = 
р. 127, “Т. should stick to one thing and do that well’: р- 130, 
urging the children to work at home ; р. 138, ‘ Trude was. formerly 
industrious. . . . Now, her expression becomes weaker.’ ; р. 143, 
65. has worked hard to-day and has accomplished more than 
usual. Only she should learn to form her figures better’; p. 159, 
“Т told him that you were bringing me hardly any drawings. I am 
ashamed to have to say that in front of so many foreign visitors.’ 

“5. His comparing one child’s work with.that of another, often to the 
detriment of one. з 

“6. Тат wondering whether the remarks about the children’s drawings 
belonging to this or that ‘ stage’ were addressed to the children 
or to visitors and students ? А 

І know, of course, that one cannot, from your verbatim accounts, 
judge of intangible things like the relationship between Cizek and 
the children, and the general atmosphere. Many things can be 
conveyed by a tone of voice and a look which the bare words, set 
down in print, seriously misrepresent. It is for this reason that I 
hope that you will be able to clear the matter up.” қ 

Неге is my теріу:... In the past only the adult counted, néw some 

are so afraid of influencing the child that they do not want to encourage 
production at all. Cizek’s “ Leave the child alone” is misunderstood by 
some. They are a small minority, but I found lately in several places 
opposition to the idea of suggesting, without compulsion of course, occa- 
sionally a subject. Cizek did suggest subjects, and always without com- 
pulsion, and most children were grateful. Now with regard to your direct 
questions : 

1. Cizek’s occasional insistence on detail (e.g. p. 15) 
partly, by his encouragement to fill the space. 

2. The room was always full of children’s works. 
rounded by them. When Cizek showed them, though very rarely, 
drawings made by former pupils, his purpose was to fill them 
with confidence that they too could produce something good, but 
never in order to make the children copy. Д 

3. Cizek was always against naturalism. On the same page (139) 
where you find criticism apparently on the ground that the drawings 
are not sufficiently “like” that natural oBject, he says about 
Martha (line 6): “Martha tries to be naturalistic. She draws 
things as they are, not as she should do them.” To say of S.’s 

horse’s hooves that they “аге not complete ” does, not mean that 


is to be explained, 


They were sur- 


A 
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she should make them naturalistic. Cizek finishes his remark 
akout the hooves by saying “ You must always think how things 
are /омиеа.” 

The criticism “ Santa Claus has legs the wrong way round” 
(р. 117) is made by а child, not by Cizek. Children do criticise. 
“ You will draw only the outline, and don’t make the face blue ! ia 
(р. 152) may have meant: draw-only, don’t paint. Occasionally 
Cizek experimented with colours. This may have been his intention 
in this case. Anyway, the “lessons” are put down in a very 
concéntrated form. So a sentence by itself may give a wrong 
impression. 

4. There was in Cizek’s school a most cheerful atmosphere, and only 
the discipline of work.—Cizek individualised. The child T. 
(p. 127) had оо тапу subjects іп his mind at the same time. 
It was good for him to be encouraged to concentrate——Work at 

_ home (рр. 130 and 150) was never compulsory, but Cizek thought 
that 14-2 hours once or twice a week was not enough. Many 
children brought him their homework. Рр. 138 and 143. Again 
the two extremes. Formerly, the child was seldom praised, only 
criticised. Now some think there should be only praise and not 
the slightest hint that there is room for improvement even in 
children’s works. Granted the danger of too much criticism is 
greater than the opposite, but positive criticism, extremely tact- 
fully handled, is good, certainly with some children. 

- °5, Children, occasionally, compare their works. Cizek himself did 
it occasionally when the same subject was treated by the class or 
by most in the class. He knew where comparison did no harm. 

б. A good number of remarks in those “ lessons ” were addressed to 
the visitors. Often Cizek spoke intentionally above the heads of 

» the children. 

You rightly sum up by saying that intangible things cannot be judged 
ye verbatim accounts (necessarily shortened, and without the background 
aoe cman of the ‘ae and the special atmosphere of a special 
cc заң 2, jc ci м g к ie that bare words can seriously misre- 

» as you suggest. only hope I have conveyed some idea how 


Cizek dealt with his, children. But no 
; Ц ramophi fi 
reveal the whole wisdom of the master. ы ааа aan Ee 


С.А.—13 
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CHARCOAL AND BRUSH DRAWINGS. —GIRLS, AGED 3- 


un 


CHARCOAL, 


—GIRL, AGED 4. PAINTIN 


G.—GIRL, AGED 4. 
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PLATE. Il- 


GIRL, AGED 8, 


PLATE Ш 


жал ANY амач ум HS YYA 


9% 
7 KARL SiH WARZENBRUNNER 
BOY, AGED 8, 


BOY, AGED Io. 


GIRL, AGED 8. 


PLATE IV 


5254 


o> 


ч 


- fet RAN z 
GIRL, AGED IO (SOME ADULT ETCHING IN ZINC (RARE MEDIUM FOR 
INFLUENCE). CHILDREN).—GIRL, AGED 8. 
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РГАТЕ У 


лақ 


a 


ҙ SS 


Tr 


21” 
5. 


GIRL, AGED 


N DRAWING.— GIRL, AGED 14. 


PE 


AGED I4, 


GIRL, 


WATER-COLOUR, 
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| 


(МУМИН | ен 


WATER-COLOUR.—GIRL, AGED 14. 


SILHOUETTES, MADE DURING THE LAST WAR.—BOY, AGED 12. 
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PAINTINGS : SCENES FROM VIENNA. —Boys rE 
NNA.—BOYS, AGED 13-14. 
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PLATE 
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s 4%. қ 
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pe 


1744 


-GIRLS, 


PARIS. 


OF 


PLASTER 


-BOYS 


CLASS WORK IN CLAY. 


. 


AND ( 


-7. 


AGED 0 


7IRLS, 


AGED 0. 


AGED IO; BOY, 


CLAY.—GIRL, 
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“ BEGGAR MUSICIANS” : BAKED CLAY. 


“FAMILY ” : PLASTER OF PARIS. 
—CHILD, AGED ІІ. 


—GIRL, AGED Io. 


PLASTER OF PARIS. —GIRLS, 


AGED 8," 
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PLATE Х 


абат , 
SANTA CLAUS AND KRAMPUS ы (SEE FOOTNOTE, PAGE II2) : CLAY.—GIRL, AGED I0 


GIRL, AGED 12. 


(PROFILE AND FRONT VIEW). 


FIGURE IN CLAY 
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PLATE ХІ 


FILET WORK.— GIRL, AGED 9. WOOD WORK.—BOYS AND GIRLS, 


AGED I0-12, 


SHIPS, MADE FROM SCRAP 

MATERIAL (WOOD, CARDBOARD, 

AND PAPER).—BOYS, AGED 
9-10. 


HOUSE, MADE FROM 
AND PAPER.—B 


Woop, CARDBOARD, 
OFS, AGED 12. 
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РГАТЕ ХП 


е? CLAY.—GIRL, AGED 12. 


PAINTED WOOD.—BOYS AND GIRLS, AGED 12-14. 
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